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pnTTrtR’s PREFACE 

Mn .issuing these •volumes of a series of Editor’# 
Handbooks on the AWstic'Crafts, it will Preface 
ht well to st|.^what are our general 
aims. • 

In the first place, we wish to provide 
trustworthy text-books of workshop prac¬ 
tice, from the points of view* of expert 
who have critically eseaminet^ the methotu 
ftirrent in the shops, and, putting aside 
vain survivals, are prepared to say what 
isj good workmanship,o and to set up a 
stpdard of quality in., the crafts which 
are more especially associated with de¬ 
sign. Secondly, in doing this, we hope 
to treat design itself as an essential part 
of good workmanship. During th(^ last 
crtltury most ef" the arts, save painfing 
and sculpture of an academic kind, were 
little considered, and there was i tendency 
to look on “design*” as a mere matter 



Editor’s of appearance. «Such •* ornamentation ” as^ 
Preface usually olj|:aiimd by followmg 

n a mechanical way a drawing provided 
)y .an artist who often knew liftlefjaf 
;he technical professes intfolved in gro- 
luction. With the critifal atter^tion given 
:o the crafts hy Ruskin yid Morris, it 
:ame to be seen th^t it was impossible 
:o detach desiga^from cfaft in this way, 
ind that, in the widest ^ensq, true de^gn 
s an insepartble element of g,ood qua¬ 
lity, involving as it dft^^he selection of 
rood and suitable material, contrivance 
for special purpose, expert wofkmanship, 
propier finish, and so on, far more than 
mere ornament, and indeed, that orna¬ 
mentation itself was rather an exuberancy 
of fine worKijianship tHkn z maUer rf 
merely abstract lines. Workmanship when 
separated by too yide a gulf from Yregh 
thought—that is, /rom design—inevitably 
decays, and, on the other hand, oriJameli- 
tation, divorced from workmanship, is 
necessarily unreal, and qaickly falls into 
affectation. * Proper ornamentation may 
be defined as a language yddrbssed to die 
eye; it is pleasant thought expressed in 
fhe speedy of tht tool. 

In the third place; jve would have > this 
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•cries put artistic craftsmanship before Editor’t 
“^Sfcple as furiishiftg reasonable occupa- 
tic^s ^r those who would gain a Jyeli- 
no^. Althoiigh within the bouncfs of 
academic art, the competition, of itj kind, 
is so acute that oflly a verjt few per cent. • 
can fairly fiope’to succeed as painters and 
sculptors; yet, as artistic )f_^ftsmen, there 
is ♦every probalality that nearly every 
one’who would pass ^ough a sufficient 
period of apprent^iceship to workman¬ 
ship and ‘design .would reach a measure 
of success.. 

In the blending of handwork and 
thought in such arts as we propose to 
»deel with, happy careers may be found 
Ss far removed from "the dseary routine 
of hack labcwr as from the terrible un- 
certaipty of academic art. It is desirable 
in'every way that men flf good education 
shpuld. be brought back* into the produc¬ 
tive crafts: there are more than enough 
of us “in the city,” and it is probable 
that more consideration will be given in 
this century than in the last to Dc^gn 
anff Workmanship. 

Our last volume ifealt with one of the 
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liditor'i brancnes ot sculpture, me present treats 
Preface one*of Ihe chief forms •f minting. Glas#-> 

painjipg has been, and is ckpable a^^tin 
becoming,*one of {he most,noble formsoof 
Art. ^Because of •its subjection to stfitf- 
• conditions, an<J its special glory of illumi¬ 
nated colour, it holds a supftme'position in 
its association w*h architecture, a position 
higher than any other art^ except, perhaps, 
mosaic and sQulpture. ' • ‘ 

The conditions and aptitudes of the 
Art are most suggestively-discussed in the 
present volume by oneVho is not only an 
artist, but also a master craftsman. The 
great question of colour has been here 
opened up Tor the first time in our serifs,. 
and it is weit'that it shoqld be so, in con‘ 
nection with this, the pre-eminent folouf- 
art. 

Windows of csloured glass were used 
by the Romans. ^The thick lattices foupd 
in Arab art, in which brightly-coloured 
morsels of glass are set, and upon which 
the iddia oCthe jewelled'windows in the 
stoj;}’ of Aladdin is doubtles; based, are 
Eastern olF-shoots from tMs root 
..Painting in Ipe and sliade on glass was 
probably'invented in the West not “later 
than 'the year iio6,» and there are in 
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.France many examples, at’ Chartres, Le 
Skt»is, and otfiM pkces, which date*back 
to«^ jjiiddle of the twelfth century. ^ 

■ * rheophilus, ^le twel^h-century wnter 
on tells us that the Jrench glass was 
the most famous. • In Engljjind the first 
notice of stained gjass is m connection 
with Bishop Hugh s worjf..at Durham, of 
which we are told that aAund the altar 
"Tie placed several glazed windows remark¬ 
able for the beauty, of * the ^ures which 
they contained ;^is was about 1175. 

* In the Fabric Accounts of our national 
monuments many interesting facts as to 
medisEval stained glass are preserved. The 
^cqpunts of the building of St. Stephen’s* 
Shapel, in the lyiddlft of therfourteenth 
cShtui% makft known to us tlie procedure 
of the mediaeval craftsmen. We find in 
these first.a workman preparing white 
boards, and then the master glazier draw* 
ing the* cartoons on the whitened boards, 
and many other details as to customs, 
prices, and wages. * • 

There is not mudh old glass totj^e 
studied m London, but in the museum at 
South Kensington there are, specimens of, 
soma'of the principal varieties. • These 
are to be found in thi Furniture corridor 
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EcKtor’i and the corridor whfch leads from if.- 
Preface Clos^; by a fine series^'of (jEnglish coati oi 
apj^s of the fourteenth century, w^ic^ ^i;e 
excellent examples of Heraldry, is plated 
a fragment of 9 broad border probabiy<-of 
late twelfth-qpntury w6rk. The thirteenth 
century is represented by a remarkable 
collection, n^ottJy from the Ste. Chapelle 
in Paris and executed about 1248. The__ 
most striking of^these reninants show a 
series of Kings seated amidst bold scrolls 
of foliage, being parts'*11/ a Jesse Tree,, 
the narrower strips, irf which aje Prophets, 
were placed to the right and left of the 
Kings, at)d all three made up the width of 
one light ip the original window. Thei 
deep brilliin^ coloar, the small pieces' df 
glass used, and the rich* backgrounds 
are all characteristic of mid-thirtcenth- 
century glazing. Of early fifteenth-dfen- 
tury workmanSihip are the large; single 
figures standing under canopies, and these 
are good examples of, English glass of 
this time. They were removd from 
\jrkichester College Chapel about 1825 
by the process known ad restoration. *' 

W. R. LETHABY. 

January 1905. 
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AUTHOR’^ PREFACE 

; %• 

The author •must be piermitted to explain 
that he undertook ,his task with some re¬ 
luctance, and 40 say a word by way of 
explaining his posifion. 

I have always held that no art can be 
taught by books, and that an artist’s best 
way of teaching is directly apd personally 
k® his own pupils, and m^iftained these 
things stubbornly and for long to those 
who,wished this book written. But I 
have such, respect for the good judgment 
o( thqse who have, duridg the last eight 
years, worked in the teaching side of 
the art and craft movement, apd, in 
furtherance of its oWects, have com¬ 
menced this series *of handbooks, • »nd 
silSh a belief in the movement, of which 
these persons and circumstances form.* 
part, that I felt bound to yield on the 
condition of saying just what I liked in 
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my j)wn way, and addreraing, myself only 
to stu 3 ents, speaking %s \ would spealt 
to a #lass qr at the tench, careless of tji^ 
general reader. 

You will find yptfrself, therefore, readsiif 
addressed as “.Dear Stifdent.” (I know 
the term occurs furthe»on.y But because 
this book is t\a?^ten Tor students, it does 
not therefore mean tfcat it .must all be 
brought within the ^omprehefision of the 
youngest apprentice. For it is becoming 
the fashion, in our days|*for artists of 
merit — painters, perhaps, even, of dis¬ 
tinction—to take up the practice of one 
or other of the crafts. All would be 
\J'ell, for such new workers are needed’, 
if it was indeed the’praciice of the craft, 
that they set themselves to.' But too 
often it is what b called the designing, for 
it only in which they engage, nnd it ft 
the duty of every" one speaking or writing 
about the matter to point out how fatal 
is that<error. 

One must provide ^word, then, for such 
as thftse also here if one can. > 

Indeed, to reckon up all the classes to 
whom such a«book as this should be 
addressed, we shoulii have, I think,'to 
name:— 
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(1) The work* in the dcdinary “ shjp,” Au&iw’a 
%ho is learnlnjj tllere at prise»t; lo our Pteftce 
i^reL only a*^portion of his,crafty and 

‘who ^ould given an insight into the 
’jJjple, and iilto the fairyl^d of design. 

(2) The magnificent and superior artist,' 
mature in ims^ina^on and composition, 
fully equipped as a'paintjf of pictures, 
perhaps even^ of afadenitcal distinction, 
who turns his attentiqp to the craft, and 
without any adequate practical training 
in it, which alane could teach its right 
principles^ makes, *and in the nature of 
things is bound to make, great mistakes— 
mistakes easily avoidable. No such thing 
can possibly be right. Raj^h^el himself 
designed for tapestry, end thp tartoons are 
priceluBS, butrthe tapestry a ghastly failure. 

It cqjild not have been otherwise under 
the conditions. Executant separated from 
designer by all the league? that lie between 
Arras and Rome. 

(3) The patr,on, who should Jcnow 
something of the cra,ft, that h8 may not, 
mistrusting, so often at present, hisWn 
ta*e, be compell 4 d to trust to some one 
else’s Name, and of course* looks, out for» 
a big one; 

(4) The architect ana cnurcn aigm- 
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Anthor’i tary who, having such grave responsibilities 
Preface jn ^h^ir hands towards the' buildings Kif 
whi^Ji they are the guardians, wish, natu¬ 
rally, to understand the details which fdrjn’ 
a part of their charge. And" lastly, a ney? 
and important class tha^ has lately sprung 
into existence, the w^l-equipped, picked 
student—briyiatvt and be-medalled, able 
draughtsman, able painter; young, thought¬ 
ful, ambitions, and ecfucated‘,*who, instead 
of drifting, as till recently, into the over¬ 
crowded ranks of picture-Jl^aking, has nov; 
the opportunity of choOsing other weapons 
in the armoury of the arts. 

To all .these classes apply those golden 
‘words from. Ruskin’s “ Aratra Pentelicj ” 
which are Vjqpted on thp fly-leaf of the 
present volume, while the spirit ii^,which 
I myself would write in amplifying them 
is implied by my adopting the comment 
and warning expressed in the other sen¬ 
tence there quoted. The face of the arts 
is in, a state of change. The words 
“craft" Slid “craftsmanship," unheard a 
d«(ide or two ago,"now fllj the air; we 
are none of us inheritors of any worthy 
ubadition, andjthose who have chanced to 
grope about for themselves, and seem to 
have found some saf; footing, have very 
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little, it seems tfi me, to'plume or pride AuAor’i 
IRemselves lip^n, «but only sometlfin| to Pref»“ 
l|e thjnkful for in their good luck. But 
‘*to have leagit futhfully” one or the 
‘iipgenuous krts ” (or grafts) « good luck 
and is firm footing; we m^y not doubt it. 
who feel it strong^ beneath our feet, and 
it must be proper to*usrfo help towards it 
the doubtless quite^as w<^'^y or worthier, 
but less fcfftunate, who njay yet be in 
some of the quicksancfs around. 

It also happens that the art of stained 
glass, though reaJhing to very high and 
great things, is in its methods and pro¬ 
cesses a simple, or at least a very limited, 
one. There are but few things to do, 
while at the same time the •principles of 
It touch the whole field of art, and it is 
imppssible to treat of it without discussing 
these great matters anJ the laws which 
gjiide,decorative art generally. It happens 
conveniently, therefore, as the technical 
part requires less space, that these, things 
should be treated of in th* particular 
book, and it becomes the author’s deljpate 
aficl difficult task to do so. He, there¬ 
fore, wishes to make clear at starting thp 
spirit in which the task is underfaken. 

It remains onl^ to express his thanks 
xxi 



Author’s to Mr. Drury and Mr. Noel Heaton for 
Preface help respectively, withith^ technical ailti 
sciqpfjfic detail; to Mr. ft. John 
for permission tojuse his,, reproductions 
from the Windsor atall-plateSj and to ^Jj:. 
■Selwyn Image .for his great kindness in 
revising the proofs. 

C. W. WHALL. 

Jan^tary 1905. 
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FniTrtR’S PREFACE 

^ In .issuing these •volumes of a series of Editor’i 
Handbooks on the A1-tistic*Crafts, it will Pr'f"* 
Jbe well to stg.t£* what are our general 
aims. • 

In the first place, we wish to provide 
trustworthy text-books of workshop prac¬ 
tice, from the points of view* of expert 
*who have critically ewminet^ the methocfi 
fhrrent in the shops, and^ putting aside 
vain survivals, are prepared to say what 
isi good workmanship,© and to set up a 
stpdard of quality in., the crafts which 
are more especially associated with de¬ 
sign. Secondly, in doing this, we hope 
to treat design "itself as an e^senldal part 
of good workmanship. During th«» last 
castury most of” the arts, save painfing 
and sculpture of an academic kind, were 
littlff considered, and there was tendency 
to look on “design*" as a mere matter 
xi 



Editor’s of appearance. (Such •* ornamentation ” as 
Preface eheje TOgs Waff usually olj|:aiMd by follow'^ 
n a mechanical way a drawing provioed 
)y .an artist who often knew liftl.e»{of 
:he technical professes in'^olved in gro- 
iuction. With the critical attention given 
;o the crafts hy Ruskin jnd Morris, it 
:ame to be seen th^t it was impossible 
:o detach desig^f from cfaft in this way, 
ind that, in the widest ^ens^ true design 
s an inseparable element of good qua- 
ity, involving as it dft^^he selection of 
rood and suitable material, contrivance 
For special purpose, expert wofkmanship, 
proper finish, and so on, far more than 
mere ornament, and indeed, that orna- 
ilientation itself was rather an exuberancy 
of fine worlitganship tHhn ^a maUer »f 
merely abstract lines. Workmanship when 
separated by too ^ide a gulf from 'fregh 
thought—that is, from design—inevitably 
decays, and, on the other hand, orifameh- 
tation, divorced from workmanship, is 
necessarily unreal, and qaickly falls into 
alFec|ation. * Proper ornamentation may 
be defined as a language ^drbssed to the 
eye; it is pleasant thought expressed in 
!he speedy of tht tool. 

In the third placet jve would have, this 
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•cries put artistic craftsmanship before 
*^8fcple as furtjshiftg reasonable occupa- 
ti(^^s f(pr those who would gain a Ju^eli- 
ho*d; Althoiigh within the oounds'of 
•cackmic art, the competition, of itj kind, 
is so acute that oflly a verj^ few per cent. • 
can fairly hope'to succeed as painters and 
sculptors; yet, as artistic >fj^ftsmen, there 
is •every probability that nearly every 
one-who would pass tjirough a sufficient 
period of apprenticeship to workman- 
ihip and design .Would reach a measure 
of success.. 

In the blending of handwork and 
thought in such arts as we propose to 
• deal with, happy careers may be founi 
Ss far removed from’the djKary routine 
of hank labcwr as from the terrible un- 
certaipty of academic art. It is desirable 
in’every way that men flf good education 
shpuld^be brought back* into the produc¬ 
tive crafts: there are more than enough 
of us “in the city,” and it is probable 
that more consideration will be given in 
this century than in the last to De^gn 
anff Workmanship. 
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Kditor'i Drancncs or sculpture, me present treats oib 
Preface one*of ?he chief forms •f pointing. G]a«j>> 
pain^ipg has been, and is npable (jf a^^n 
becoming, one of fhe mostjioble forms oof 
Art. because of'its subjection to sfriat 
• conditions, an^ its special glory of illumi¬ 
nated colour, it holds a supi%me*position in 
its association m*'h architecture, a position 
higher than any other art{i except, perhaps, 
mosaic and sculpture. ‘ • ‘ 

The conditions and aptitudes of the 
Art are most suggestivel’/-discuised in the 
present volume by oneVho is not only an 
artist, but also a master craftsman. The 
great question of colour has been here 
opened up for the first time in our seri^,. 
and it is welt'that it should be so, in con^ 
nection with this, the pre-eminent polouf- 
art. 

Windows of coloured glass were used 
by the Romans. The thick lattices foupd 
in Arab art, in which brightly-coloured 
morsels of glass are set, and upon which 
the ide*!! ofethe jewelled'windows in the 
sto^ of Aladdin is doubtlesg based, are 
Eastern ofF-shoots from this root 
..Painting in Ipe and sliade on glass was 
probably 'invented in the West not ‘later 
than ‘the year iio6,> and there are in 
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.Trance many examples, at’ Chartres, Le 
^M»is, and othtt pkces, which date*back 
to^he ijiiddle or the twelfth century. 

• * STheophilus, ^e twel^h-century wnter 

oil 4^) the J^rench glass was 

the most famous. ‘In EngJ^and the first 
notice of stained gjass is in connection 
with Bishop Hugh^ wor^. at Durham, of 
which we are told that aAund the altar 

\e placed several glazed winc^ws remark¬ 
able for the beauty^ of*the figures which 
tjiey contained ;^is was about 1175. 

* In the Fabric Accounts of our national 
monuments many interesting facts as to 
mediasval stained glass are preserved. The 

^CQOunts of the building of St. Stephen’s > 
Shapel, in the twiddle; of the*«fourteenth 
cAiturji mak» known to us tlie procedure 
of the medisjval craftsmen. We find in 
these first.a workman preparing white 
boards, and then the master glazier draw¬ 
ing the* cartoons on the whitened boards, 
and many other details as to customs, 
prices, and wages. * • 

There is not mudh old glass toe^ 
studied in London, but in the museum at 
South Kensington there are, specimens of, 
soma‘of the principal varieties. • These 
are to be found in thi Furniture corridor 
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EtMtor’i and the corridor whfch leads from if. ■ 
Preface Closi by a fine series‘'of (pnglish coati oi 
afij\s of the fourteenth century, wjiicl} i!k^;e 
excellent exampbis of Heraldry, is plated 
a fragment of 9 broad border probabiy<-of 
late twelfth-(;pntury w6rk. The thirteenth 
century is represented by a remarkable 
collection, nyjftjy from the Ste. Chapelle 
in Paris and executed about 1248. The 
most strikipg of^these renlnants show a 
series of Kings seatecb amidst bold scrolls 
of foliage, being parts ntf a Jesse Tree,, 
the narrower strips, irf which afe Prophets, 
were placed to the right and left of the 
Kings, aijd all three made up the width of 
one light ip the original window. The* 
deep folliiipt colour, the small pieces' df 
glass used, and the rich* backgrounds 
are all characteristic of mid-thirtsenth- 
century glazing. Of early fifteenth-An- 
tury workmanSfhip are the larg?, single 
figures standing under canopies, and these 
are good examples of, English glass of 
this time. They were removM from 
^^Tkichester College Chapel about 1825 
by the process known a# restoration. ’ 

W. R. LETHABY. 

Jantury 1905. 
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AUTHOR’6 PREFACE 

The author "must be permit^fd to explain 
that he undertook ,his task with some re¬ 
luctance, and say a word by way of 
explaining his posifion. 

I have always held that no art can be 
taught by books, and that an artist’s best 
wy of teaching is directly apd personally 
to his own pupils, and m^iAained these 
thing* stubbornly and for long to those 
who.wished this book written. But I 
have such, respect for the good judgment 
ot those who have, duriitg the last eight 
years, worked in the teaching side of 
the art and craft movement, apd, in 
furtherance of its oWects, have com¬ 
menced this series ’of handbooks, • *nd 
sdffli a belief in “the movement, of which 
these persons and circumstances form.* 
part, that I felt bound to yield on the 
condition of saying just what I liked in 
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Author’* my j)wn way, and addressing, myself only 
Preface (q stuSents, speaking %s would speaK 
to a ^lass qr at the bench, careless af tjit 
general reader. 

You will find yparself, therefore, readspp 
^dressed as “JDear StJdent.” (I know 
the term occurs furthe» on. But because 
this book is Tor students, it does 

not therefore mean that it .must all be 
brought within the comprehension of the 
youngest apprentice. For it is becoming 
the fashion, in our daysy*for artists of 
merit — painters, perha‘ps, even, of dis¬ 
tinction—to take up the practice of one 
or other of the crafts. All would be 
\frell, for such new workers are needed", 
if it was indeed the'/irac’/ece of the crafty 
that they set themselves to! But too 
often it is what is^ called the designing, for 
it only in which they engage, «nd it ft 
the duty of every“ one speaking or writing 
about the matter to point out how fatal 
is that«rror. 

One must provide \word, then, for such 
as thftse also here if one can. c 

Indeed, to reckon up all the classes to 
whom such a (book as this should be 
addressed, we should, have, I think,"to 
name:— 
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(1) The work* in the ocdinary “ sh9p,” Author’* 
%ho is learning tllere at pfi-sert; lo our Pfeftce 
r^greL only a portion of his, crafty and 

'who ^ould given an insight into the 
ijJjple, and irtto the fairyl^d of design. 

(2) The magnificent and superior artist, ‘ 
mature in imcigination and composition, 
fully equipped as a'paintjf of pictures, 
perhaps even of ^adenucal distinction, 
who turns his attentioji to the craft, and 
without any adequate practical training 
in it, which a!«ne could teach its right 
principles^ makes, ‘and in the nature of 
things is bound to make, great mistakes— 
mistakes easily avoidable. No such thing 
can possibly be right. Ra[)hacl himself 
tlesigned for tapestry, «nd thf tartoons are 
^celeas, bupthe tapestry a ghastly failure. 

It cqpld not have been otherwise under 
the conditions. Executant separated from 
designer by all the leagued that lie between 
Arras and Rome. 

(3) The patrpn, who should know 
something of the craft, that h8 may not, 
mistrusting, so often at present, his Wn 
taA^, be compell8d to trust to some one 
else’s Name, and of course* looks, out for» 
a big one; 

(4) The architect ana cnurcn aigni- 
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Anihor’t tary Who, hawng such grave responsibilities 
Preface hands toward) the’buildings 

wlji^Ji they are the guardikns, wish, natu¬ 
rally, to understand the details which foVen' 
a part of their charge. And lastly, a neyr 
and important^ class that has lately sprung 
into existence, the w^l-equipped, picked 
student — briyiatvt and be-medalled, able 
draughtsman, able painter; young, thought¬ 
ful, ambitious, and ecnicatecfj'who, instead 
of drifting, as till recently, into the over¬ 
crowded ranks of picture-making, has non; 
the opportunity of choOsing other weapons 
in the armoury of the arts. 

To all .these classes apply those golden 
•words from. Ruskin’s “ Aratra Pentelicj ” 
which are quoted on thp fly-leaf of the 

f resent volume, while the spirit in,which 
myself would write in amplifying them 
is implied by thy adopting the comment 
and warning expressed in the other sen¬ 
tence there quoted. The face of the arts 
is in a state of change. The words 
"craft” and "craftsmanship,” unheard a 
dtclide or two ago,"now iiljl the air; we 
are none of us inheritors of any worthy 
utradition, and jthose who have chanced to 
grope about for themselves, and seem to 
have found some safe footing, have very 
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little, it seems t8 me, to'plume or pride Auihot’i 
Wemsclves lipBri, ibut only sometlfin| to 
hfB thjnkful for in their good luck. But 
‘*to have leagrt faithfully” one of the 
‘iipgenuous krts ” (or arafts) « good luck 
and is firm footing; we m|y not doubt it. 
who feel it strong^ beneath our feet, and 
it must be proper to*usrfo help towards it 
the doubtless quite^as wdJtTiy or worthier, 
but less fortunate, who njay yet be in 
some of the quicksancfs around. 

It also hap^ns that the art of stained 
glass, though reaihing to very high and 
great things, is in its methods and pro¬ 
cesses a simple, or at least a very limited, 
one. There are but few things to do, 
while at the swne time the*"principles of 
It touch the whole field of art, and it is 
imppssible to treat of it without discussing 
Aese great matters ancf the laws which 
gjiide,decorative art generally. It happens 
conveniently, therefore, as the technical 
part requires less space, that these, things 
should be treated of in th* particular 
book, and it becomes the author’s dtl\^te 
aliH difficult task to do so. He, there¬ 
fore, wishes to make clea; at starting the 
spirit in which the task is underfaken. 

It rem^s only* to express his thanks 
zxi 



Auth&r’s 

Preface 


to Mr. Drury and Mr. Noel Heaton for 
help rfcspectirely, withithq^ technical arfd 
sci^ifjfic detail; to Mr. ft. John 
for permisaon toause his^ reproductions 
from the Windsor stall-platef, and to hjf. 
•Selwyn Image .for his great kindness in 
revising the proofs. 

C. W. WHALL. 

Janwfy 1905 . 
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CpAPJER 

INTRODUCTORY, AND CONCERNING 
THE I^AW MATERIAL 
• 

You are to'know that stained glass means 
pieces of coloured glasses put together with 
strips of lead into the form of Windows;, 
'no^a picture painted on^lass with coloured 
paints. , * • 

You* know that a beer bottle is 
bl^kith, a hock bottle onnge-brown, a 
soda-water ’bottle greenish-white — these 
are’the‘colours of the whole substance 
of which they are respectively made. 

Break such a bottle, each little Bit is 
still a bit of coloured glass. So, %|so, 
blue* is used’ foi; poison bottles, dei^ 
green and deep red for certain wine 
glas|es, and, indeed, almok all •colours 
for one purpose or,*iother. 
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Intro- [Now these are the same glass, an^ 
ductory cololired in the same ^ay as that liSfed 
(of church windows. „ 

Such coloured glasses are cut into®the 
shapes of faces,--or figureij, or robe§, or 
canopies, or ^whatever'you want and what¬ 
ever the subject demands; then features 
are painted on the faces, folds on the 
robes, and Sb fortji — not with colour^^ 
merely witji brown shading; then, when 
this shading has been burnt into the 
glass in a kiln, the pieces are put to¬ 
gether into a picture fay means of grooved 
strips of lead, into which they fit. 

This book, it is hoped, will set forth 
plainly how these things are done, «for« 
the benefit ^of those who do not knoi^; 
and, for the benefit of those who 3 o 
know, it will examine and discuss the 
light principles on which windows should ' 
he made, and the rules of good taste and 
of imagination, which make such a difFer- 
ence, between beautiful and vulg^ art; 
for you rhay know intimately all the pro- 
cfsiies I have spoken of, and be skilful' in 
them, and yet misapply them, so that your 
window had better never have been made. 

Skill' is good if you use it wisely and 
for good end; but craft of hand employed 
1 ° 



f(»lishly is no more *use to you than 
sff^tpess of foot would be upon the br«>ad 
road leading cbtsfhwards—the cripple is 
happier. • t • • 

A* clear and calculating brain may be 
used for statesmanship or science, or 
merely for gambling. You; we will 
say, have a true eyfe ^ and a cunning 
hand; will you use them or^ the passing 
fashion of the .hour*-the morbid, the 
trivial, the insincere—oi» in iHustrating 
the eternal truths and dignities, the 
heitiisms and sanctitjps of life, and its 
innocencies a«id gaieties.^ 

This book, then, is divided into two 
parts, pf which the intention of one is 
te^pVomote and produce skilfijlness of 
.hand,’ and of the •othei' to direct it to 
worthy eftds. 

The <naking of glass itself—of the 
raw’material—the coloured, glasses used. 

' in stained.^lass windows, cannot be treated 
of here. What are called “Antiques” 
are chiefly used, and« there are alsQ special 
glasses representing the ideals and e;(- 
perimqnts of enthusiasts—Prior’s “Early* 
English ” glass, and the somewhat similar 
“Norman” glass. These glas^s, however, 
are fbr^ftsmen of experience to use; they 
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incro* rci^uirc maiurc sitiii anu juugmcni m ifle 

ductory vsi^^g; to the beginner, “ Antiques ” ane 

enough for many a flay^p come. 

' '' How Jo know /he Right and Wrong Sides 
of a Piece of “ilnlique ’’ Glass .—Take up 
a sheet of one" of these and look at it. 
You will notice thaf the two'sides look 
different; one side''has certain little de¬ 
pressions as^if it" had been pricked with 
a pin, sometimes also soi?ie wavy streakj. 
Turn it round, and, looking at the other 
side, you still see these things, but 
blurred, as if seen through water, while 
the surface itself on this^ side looks 
smooth; what inequalities there are being 
projections rather than depressions. Now 
the side^ you first looked at is the® side 
to cut onj and the side to paint oif,'^'nd 
it is the side placed inWards when the ‘ 
window is pi;t up. , 

The reason is this. Glassfis made "Into 
sheets by being blown into bubbles, just ' 
as a child blows soap-bubbles. If you 
blow a ^soap-bubble you will see streaks 
pl^aying about in, it, just like the wavy 
streaks you notice in the glass. ^ . 

The bubble is blown, opened at the 
ends, u and manipulated with tools while 
hot, until it is the shape of a drua-pipe; 
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•then cut down one side ahd opened out Intio- 
®pon a flattening-iJone until the fotfnd ductory 
pipe is a flat £neet; and it is this stone 
wiich §ives the glass thj difFeredt texture, 
the dimpled surface whi,ch you notice. 

Some glasses ara “ flashed ”; that is to 
say, a bubble is blown which is mainly 
composed of white glass; but, before blow¬ 
ing, it is also dipped into atsolher coloured 
“ glass—red, pefhaps, or blue—and the two 
are then blown together, so “that the red 
or blue glass spreads out into a thin film 
closely united to, ‘in fact fused on to, 
and complhtely one with, the white glass 
which forms the base; most “Ruby” 

_ gljsscs are made in this way. 


CHAPTER JI 

Cutting (elementary)—The Diamund—The Wheel— 

*Shai^ning—How to Cut—Amount of Force 
—The Beginner’s Mistake—Tapping—Possible 
and Impossible Cats—“ Grozeing ”—Defects of 
the Wheel—The Ac^ Nature 8f a “Cut” 
in Glass. 

No written directions can,teach the use. Cutting 
of tjje diamond; it is as sensitive to the (ele«entary) 
hand as the string of a violin, and a good 
c .'ll 



Cdtting workman feefs with a most delicate 
(elemeaury) toticS exactly wher% the ‘ cutting edg; 

is^ and uses his tool accordingly. 

' E^very apprentice “comits 
op spoiling a guinea 

diamond in* the learn¬ 
ing, which will take 

him from one to two 
yearn. 

M6st cittters now use' 
thfe wheel, of which illus¬ 
trations are given (figs, i 
and 2). 

The wheels'themselves 
are good things, and cut 
as well as the diamond, 
in ,some respects almost 
better; tiutjnany^of the 
handles are very unsatis- 
'■ factory. From soihe jof 
“them indeed one mi^ht 
suppose, if such k thing 
were conceivable, that 
the mkker knew noth- 

rf^tes. luidT of ‘‘>6 

tool. 

y. For it is held thus ^flg. 5;, tfte pres¬ 
sure of nhe ferefinger both guiding th^ cut 
and supplying forde^for it; and they 
34 



^ive you an edge to press* 

* ea»(fig. i) instead qf a sur¬ 
face ! In some*other pat- 
teyis, Sideed, they do gjve 
you the desired surface, 
but the tool is so tjiin that 
there is nothing to grip. *°| 

What ought to be rione 
is to reproduce the shape* | 
of the old wr)oden handle 
of the diamond proper” 

(figs. 3 and 4). 

The foregoing passage 
must, hot^ever, be ampli¬ 
fied and modified, but this 
I .will do further on, for 
froy will understand. the 
reasons better if I insert it 
after what 1 had written 
furth’er with regard to th<y 
cutting of glass. 

^ovfto Sharpen the Wheel 
Cutter .—The right way to 
do this is di/ficutt to de¬ 
scribe in writing. ‘You 
must, first of ^11, grind 
down the “shoulders” of 
the^ tool, through which 
the pivot of the, wheel r>os. 3 ■ 


1. 


Cuttmr 
(elemeatuy ) 



Cdtting goes, for they are made so large that the'" 
(elementary) ^jjeel cannot reach th< stone (fig. 6), i'nQ 



Fro. 5. ' 

must M reduced (fig. 7). Than, %fter 
first oiling the pivo't.so that the wheel 




and dawn the stone. The ang|^ at which 
tMfe wheel Should res'* on the stone is 
shown in figl' 9. You* will see that the 
angle at which the wheel meets the stone 
is a little blunter than the angle of the 
side of the wheel itself. ,You do not 
want to make tha tool * ^ 
too sharp, ofherwise you 
will risk breaking down 
the edge, when the wheel 
will ceas^ to be * truly 
circular, and when that 
occurs it is absolutely 
useless. The same thing 
^ill happen if the wheel 
is checked irf its revolu¬ 
tion , while sharpening, __ 
ahd therefore the pivot must be kept 
oil^d hpth for cutting and sharpening. 

It is a curious fact to notice that the 
tool, be it wheel, or diamond, that ms too 
sharp is not, in practice, founS to make 
so good a cut as one that is less slfaip; 
it scratches the'glaSs and throws up a 
line of splinters. 

How to Cut Glass.-^\ioia tne cutter as 
shown in the illustration (fig. 5), a little 


Figs. 6 and 7. 
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Catting slqpipg towards you, but perfectly uprigl}t 
(elementary) laterally; draw it ^ow£;rds you, hard 
ecough t(? make it just bite the gkss. If 
it leaves a mark you can hardly see if is 
a good cut (fig. Iob), but If it scratches 



a white line, throwing ^p glass-dust as it 
goes, eithfer the tool is faulty, or you are 
ppeising too hard, or you .are applying 
the pressure to the wheel unevenly and 
at an upgle to the direction of the cut 
(fig. ioa). Not tlyit you can Aiakathe 
wheel move sideways fai the cut actually; 

18 




it will keep itself straight as a ploughshare Cutting 
keeps in its furfDW*but it will press*siSe- {'lemeotary] 
ways, and so break down 
tHt edges of, the furrow, 
while- if you ex^gerSte 
this enough it will actually 
leave the furrow,- and, 
ceasing to cut, will “sKid ” , 
aside over th? glass. As * 
to pressure, ill cutters, begin, by pressing 
much too hard; the tool having started 




Fio. 10 , A and n. 


biting, it should be ^ kept only fust biting 
while drawn along. The cut should be 
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Cutting iXmost noiseless. You think you’re not (ji^- 
(elementaiy) ting because you don‘t it grate, but 
hold the ^lass sideways to the light and 
you will see the silver line quite continuous. 



Fig. ii,« 

,Jfcving made your cut, take the glass 
up; hold it as in fig. 11; press downward 
(With the thumbs and upward with the 
fingers, and the glass^will come apart, v. 
But you want to cut shaped pieces as 
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well as straight. You cannot break^thfse Cuttuig 
firectly the cutfs Aade, but, holding the {elemmury) 
'lass as in fig. 12, and pressing^ it ^snJy 
with the left thvjnb, jertc the tool up by 
ittle, sharp ferks of the fingers only, so 



as to tap along the underside of your 
cut. You \?ill see a little silver •lige 
spring along the* cut, showing that the 
glass is dividing; and when th^t silver* 
line/has sprung from end to end, a gentle 
pressure will bring (iie glass apart. 


Cottiag ,T]iis upward jerk must, be sharp and. 
(elementary) swift, but must be cilcuijted so as only 
just to re^ch the glass, being checked just 
at the right pdnt, as tone hammerS a 
nail when one ddes not want to stir the 
work into which the*nail is driven. A 
pushing stroke, a biow that would go 




much further ff the glass were not there, 
is no use; and for this reason neither 
the elbow nor the hand must move; the 
knuckles'are the hinge upon which the 
SJxbke revolves. 

. But you can only cut certain shapes— 
for instance,, you cannot cut a wedge- 
shaped gap out of a piece of ^lassv(fi|[. 
13); however tenderiy you handle it, it 
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.^11 split at point A. The nearest you CotuTig 
can go to it i^ ftirve; and the deeper (elementary) 
the cuwe the more difficult it is to ^ft 
thtf piece out. fci fig. A is an average 
easy curve, B a difficult t)ne, C impossible, 
except by “groseiif^” or “grozeing” as 
cutters call it; tha* is, after the cut is 
made, setting to woilc to ^tiently bite 
,the piece out with pjiers (fil|. 15). 



Fig. 15. 


NoWj further, you musPunderstand that 
you must not cut round all the sides of a 
shaped piece of glass at once; indeed, you 
must only cut on^ side at a time; and draw 
your cut rigljt up to the edge of the 9!^, 
and break away* the whole piece which 
contains the side you are putting befogeo 
yoi^ go on to another. 

Thus, in fig. 16,'suppose the shaded 


Gutting portion to be'the shape that you wish to 
(elementary) ^jjg pjg^g §lass, A, B, C, D. 

Y^u must lay your gauge anglewye down 
upon thi piece. i Do ngt try Jo get tthe 
sides parallel to the shapes 'of your gauge, 
for that makes it much more difficult; 
angular pieces break off the easiest 



< Fig. i6 . 


Npw, then, cut the most difficult piece first. 
That maiked i. Perhaps you will not 
cuts>it quite true; but, if i\ot, then shift 
the gauge slightly on to another part of 
,Ae curve, and very likely it may fit that 
better and so come true. ‘ ^ 

Then follow with ane of those marked 
4,4 


^ or 3. Probably it would be safest to Cutting 

cilt *the larger ^d* more difficult fiece (elemenury) 

first, an(J get bom the curved cuts right,by 

yovir gaugp; thei} you oan be quite sure 

of getting the Very easy small bit off quite 

truly, to fit into its place vyth both of 

them. Go on with 4, and then with one 

of those marked 5 ot 6. Probably it 

would still be best tq cut thC curved piece 

first, unless you think that sl^ortening it 

by cutting off the small corner-piece first 

will make the curved cut easier by making 

it shorter. ^ 

In any case you must only cut one side 
at a time, and break it away before you 
^ake the cut for another side. ' 

• fFake care tl\at» you do not, go back in 
your ciit. You must try and make it 
quite continuous onwards; for if you go 
ijark in the cut, where your tool has 
already thrown up splintefs, it will spoil 
your tool and spoil your cut also. 

Difficult curves,^that it is only just.pos- 
sible to get out by groseing, ought never 
to be resorted except for some 
sufficient reason. A cartoonist who knows 
the craft will avoid setting .such tasks to 
the ,cutter; but, unfortunately, many 
cartoonists do tiot <know the cr^t. If 



CatuDg people were taught the complete craft a^ 
(elementaty) tKey*'should be, this bool^would hot ha^e 
befn written. 

Here Jet me nay thajt we cannot pos¬ 
sibly within the t narrow limits of it go 
thoroughly into all the very wide range 
of subjects connected with glass — the 
chemistry, the permanence, the purity of 
materials. "^Vith the exception of the 
practice ofthe craft, probably we shalf 
not be able to go ^oroughly into any one 
of them; but I shall endeavour to mentign 
them all, and to do so sufficiently to in¬ 
dicate the directions in which work and 
research and experiment may be made, 
‘for they are all three much neededc in, 
several dirtsgtions., * - < 

It becomes, for instance, <now njy task, 
in modifying the passage some pages back . 
as 1 promisetf, to go into ope of these 
subjects in thb light of inquiries made 
since the passage in (juestion was written; 
and I let it for the time being stand just 
as it was,“without the additional informa- 
tjiOfi, because it gives a pipture of how 
such things crop up and of the way in 
which such investigations may be made, 
and of how useful and plebsant ,they 
may be. 



Here then let us have— 

A tlTTLE DISSERTATION UPON CUTTINt. 

yhrdhgh the agent foj the wheel-cufter 
in England 1 ' 'commujiiicated vnth the 
maker and invento; in America, and told 
him of our difficulties and''perplexities 
over here, and chiefly pith regard to two 
points. First, the awkwajdhess of the 
handle, which, caused the glaziers here to 
use the tool bound round with Wadding, or 
enclosed in a bit of india-rubber pipe; and, 
secondly, the bluntness of the “jaws” which 
hold the wheel, and which must be ground 
down (and are in universal practice ground 
down), before the tool can be sharpened. 

• His reply called attention tOoa number 
of different patterns of* handle, the exist¬ 
ence of which, I think, is not generally 
kapwi!, in England at any nte, and some 
of which seem to more or>less meet the 
diffiCultids we experience, most of them 
also being made with malleable iron 
handles, so that fitsh cutting-wheels can 
be inserted in the same handle. His 
letter also enferec^ into the question oT 
the actual dynamics of “ cutting,” main¬ 
taining, I think rightly, that a cut ” 
is iiAde by the edg( t>f the wheel (this 
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Cttttiig 

ekmeottry) 



Cutting not biing very sharp) forcing the particle^ 
(elementary) oi^tfie glass down into mass'of it by' 

pressure. 

With Regard to the old-fashioned pat¬ 
tern of tool which we chiefly use in this 
country, the very sufficient explanation is 
that they continue ,to make it because 
we continue to demand it, a circumstance 
which, as hS ^declares, is a mystery to the 
inventor himself! Nevertheless, as,we do' 
so, and, in spite ’of the variety of newer 
tools on the market, still go on grinding 
down the jaws of our favourite, and wrap¬ 
ping round the handle with cotton-wool, 
let us try and put this matter straight, 
>and conipare our requirements with .the 
advantagtti'^ offered, us. , . .« 

There are three chief <points^, to be 
cleared up. (i) The actual nature of a 
“ cut ” in ^lass ; (2) the ^question -ef' 
sharpening the tool and grinding down of 
the jaws to do so; and (3) tne “mys¬ 
tery” of our preference for a particular 
tool, although we all confess its awkward¬ 
ness by the means we take to modify it. 

(i) With regard, then, to the nature 
of a “cut” ip glass I am disposed entirely 
to agree with the theory put forward by 
the inventor of the wheel, which an 
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Vfcamination of the cuts under the micro- Cutting 
scope, or even ?j6 diameter leps, certaiflly (elementary) 
also teads to confirm. 

What happens appear^ to my non-scien- 
tific eyes to be this. 

Glass is one of the most fissile or 
“ splittable ” of all materials; but it is so 
just in the same way fhat ic^ is, and just 
in the opposite way to that ^n which slate 
or talc is. 

Slate or talc splits easily into thin layers 
or lamin®, because it already lies in such 
layers^ and these will come apart when 
the force is applied between them: but 
it will only split into the lamina of which 
nt'already is composed, and along the lint 

the fissures which dready exist between 
them. • * 

Glass, on the contrary (and the same 
1 ? true of ke, or for that matter of cur- 
rant-jelly and such like things), appears 
to be a substance which is the same In all 
directions, or nearly so, and therefore as 
liable to split in one direction as in an¬ 
other, and is «o loosely held together fhat, 
once a splitting fdrce is applied, the crack 
spreads very rapidly and easily, an^ there-' 
fora smoothly and in straight lines and in 
even planes. 
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Ctittiag Thj; diamond, or the wheel-cutter, is 
(elfmtntary) sucii a force. Being 'pressed on to tlie 
surface, it,forces down the particles, and 
these start a series of small vertical splits, 
sometimes nearly through the whole thick¬ 
ness of the gl^ss, though invisibly so until 
the glass is separated. And mark, that it 
is the startiff^ of the splits that is the 
important thing; there is ,no object in 
making them deep,ix. is only wasted force; 
they will continue to split of themselves 
if encouraged in the proper way (sea 
Plates IX. and X.). Try this ?s follows. 

Take a bit of glass, say 3 inches by 2, 
and mak? the very smallest dint you 
(fan in it, in„the middle of the narrowest > 
dimension. You cannot make one 'sb** 
small that the glass will h 61 d together 
if you try to, break it across. It,, will 
break across in a straight line; springing 
from each end of the tiny cut. The cut 
may be only J of an inch long; less— 
it may be only sW-as small as you 
will, the glass will break across just the 
same. 

Why? 

Becaivse the'cut has itarttd it splitting 
at each end; and the material being ihe 
same all through, the sfplit will go straight 
iO 



i;;;;] jn thie direction in which it has stsft^; Catting 
there is nothing^to turh' it aside. ' (elemwury) 
So ako the pressure of the wheel stftrts 
a'"Continuous, split, or'series of‘splits, 
downwards, into the thickness of the glass. 

No matter how small a distance these go 
in, the glass will come asunder directly 
pressure is applied. » 

Now, if yoi' presj too hard in cutting, 
another thing takes place. 

Imagine a quantity of roofing-slates 
{filed flat one on top of another, all the 
piles beings of equal height and arranged 
in two rows, side by side, so close that 
the edges of the slates in one row touch 
^he edges of those in the other/ow, along 
• central line. * * ‘ 

Whtel a wheelbarrow along that line 
over the edges of both. . 

What would happen.? 

The top layer of slates would all come 
cocking their outer edges up as the barrow 
ptassed over their snner ones, wpuld’they 
not ? ^ 

Now, just So, if you press hard on yofir 
glass-cutting wheel, it will press down the 
edges of the groove, and thbugh there are 
no dayers already made in the glass, the 
pressure will split off a thin layer from the 
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Cutting toy surface of the glass on each.side, in' 
(elementary) flakes as it goes along \Pl8ll<e X., D, e). 

This isewhat gives the noise of the cut, 
c-r-r-r-'r-r-; and as .the thing is no use the 
noise is no use; like a good many other 
things in life, the less noise the better 
work, much cry genially meaning little 
wool, as tha ipan found out who shaved 
the pig. " 

But the wheel >or the diamond is not 
quite the same as the wheel of the wheel¬ 
barrow, for it has a wedge-shaped edge. 
Imagine a barrow with such* a wheel; 
what then would happen to your slates ? 
besides being cocked up by the wheel, they 
would also, be pushed out, surely ? 

This happens irf glass'. You must hdt 
imagine that glass is a rigid! thing* it is 
very elastic, a.nd the wedge-like pressure 
of the wheel pushes it out just as the 
keel of a boat pushes the water >aside in 
ripples (Plate X., D, e). 

An th^se observations seem to me to 
heap out the theory of the inventor, and 
perhaps to some extent to explain it. I 
am much tempted to carry them further, 
and ask the Questions, why a pen-knife 
as well as a wheel will not make a cut in 
glass, but will make'"a perfectly definite 



<9Catch on k if the glass is placed under Cuttibg 
Waiter? 'and wh^thfe Fine so made wHl^et (elementary) 
not sejve for separating the glass? ^nd 
why a piece of glass oan be ctt .in two 
(roughly, to be sure,-bat still cut in two) 
with a pair of scissors under '^ater, a thing 
otherwise quite impossible ? 

But I do not think ethat the knowledge 
of these questions yill help the reader to 
do better stained-glass windows, and there¬ 
fore I will not pursue them. 

. (2) The question of sharpening the tool 
is soon di^osed of. 

If the tool is to be sharpened, the jaws 
must be ground down, whether the maker 
grinds them down originally of whether 
Ve-do it. Is sharpening wort^Vhile, since 
the topi only costs a few pence ? 

Well, it’s a question each must decide 
■for himself; but I willJilst answer two 
small difficulties which afreet the matter. 

ff grinding the jaws loosens the pivot, it 
can be hammered tight again with a punch. 

If sharpening wears out the oil-Stone (as it 
undoubtedly, does, and oil-s{ones artf y- 
pensive things), « piece of fine polished 
Westmoreland slate will dp as well, and< 
thqre is no need to be chary of it. Even 
a piece of ground-glass with oil will do. 

S 3 




Cutting (3) But now as to the handle. I am 
(elementary) fiilit'to explain the ami»ihg “rt*ystelyi’ 
why the old pattern shown 
ini fig. I still sells. •. 

It is because tke British 
working-man is convinced 
that the moheeh in this 
handle are better quality 
than any others. 

Is he right, or is it only 
an instance of his love for 
and faith in the thing l;e 
has got used to i 

Or can it be that all 
workmen do not know of 
the existence of the other 
types of handle ? In cast 
this is so, I figure, soiiie 
(fig. 17). Or is it that the 
' wheel for some, reason runs 
'less truly in the malle¬ 
able iron than in *the cast 
iron ? 

Certain it is that the 
, whole trade, here prefers 

these wheels, and I am tiound to say 
that as far a^ my experience goes they 
seem to me to work better than thoK in 
other handles. 


Fia 17. 



But as to all the handles themselves, Coiiiag 
^hst tfow vofc^our general complalhl/ (elementary) 

(1) They are too light. ^ 

• For tapping our heavy antique and slab- 
glasses we wish we hadt a heavier tool. 

(2) They are t«o thin in the handle for_ 
comfort, at least it^^eems so to me. 

(3) The three gashes cut out of the 
head of the tool decrease *lfb weight, and 
if these were omitted the toof would gain. 

Their only use that T can conceive of is 
fhat of a very poor substitute for pliers as 
a “groseing” tool, if one has forgotten 
one’s pliers. But (as Serjeant Buzfuz might 
say) “ who tioes forget his pliers ? ” 

• The whole question or the" handle-is 
• eomplicated byihe fsft that^Some cutters 
’rest ^e tool on the forefinger and some on 

the middle finger in tapping, and that a 
-handle thq sections of which are calculated 
for the one will not do equally well for the 
other. * 

But the whole thing resolves itsqlf into 
this, that if we could get a tool; the handle 
of which cop-esponded in all its curv#s,^di- 
mensions, and soctions with the old-estab¬ 
lished diamond, I think tge should all.be 
glad; and if the head, wheel, and pivot 
were all made of the quality and material 
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Cfatting of which fig. I is now made, but with the 
(elementuy) haytd'jg j describe, iflaiw of us, 1 thihl^, 
wonld be still more glad; and |f these 
remarks lead in any degree to suph results, 
they at least of all the book'Will have been 
worth the waiting, and Will probably be its 
best claim to a white ptone in Israel, as re¬ 
moving one more st)lecism from “ this so- 
called twentieth ccntiyy.” 

I shall now leave this subject of cutting 
for the present, and describe, up to about 
♦he same point, the processes of painting, 
taking both on to a higher st^ge later— 
as if, in fact, I were teaching a pupil; for 
as soon as you can cut glass well enough to 
cut a piece to paint on, you should lewn, 
to paint oif,it, and rcarry the two things* oil 
step by step, side by side. 


CHAPTER III 

Fainting (elementary)—PigmAta—Mixing—How to 
Fill the Brush—Outline—Examples—Industry— 
‘'fhe Needle and Sticit—Completing the Outline. 

Painting , The pjgmentc for painting on glass are 
(eemen'ary) po^^ders, being the oxides of various 
minerals, chiefly iron.' There are others; 
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sut take it thus—that the iron oxide Paintiag 
.? a* red* pigmen^ ahd the others ar8 (elementiry) 
:roduce^, mainly, to modify this, '^he 
•ed»pigment is t^e best»to use, *and goes 
jflF less in thS firing; tut, alas! it is a 
ietestably ugly colmr, like red lead; and, 
lo what you will, you cannot use it on 
vhite glass. Against sclear sky it looks 
jretty well in ^some^ lights,‘bftt get it in 
I. side-light, or* at an angle, and the whole 
vindow looks like red brick; while, seen 
igainst any background except clear sky, 
t always Ij^oks so from all points of view. 

There are various makers of these pig- 
nents. Some glass-painters make their 
)wn, and a beginner with any kftowledge* 
if ehemistry would ba wise jft work in 
nat direction; 

I njed not discuss the various kinds of 
ligment; what follows is a description of 
ny own practice in the matter. 

To Mix the Pigment for Painting .—Take 
teaspoonful of fed tracing-colour,, and 
rather smaller spoonful of intehse black, 
lut them on ji slab of thick ground-glajp 
bout 9 inches square, and drop clean 
rater upon them till you can work them , 
p .into a paste with the palette-knife 
fig. i8); work them up for a minute or 
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Ptinting SO, till the paste is smooth and the lum^ 
(demeoury) Ujoken up, and than Add about three 
■ d^pps of strong gum maae from the purest 
white gum-arabic dissolved in fold 
water. Any good chemist will 
sell this, but its purity is a matter 
of great imp(jrtance, for you want 
the maximum of adhesiveness with 
the'minimum of the material. 

Mix the colour ^rell up with the 
knife; thdn take one of those long¬ 
haired sable brushes, which pe 
called “riggers” (fig. 19), and 
which all artists’-colourmen sell, 
and fill it with the colour, diluting 
it with enough water to make it 
qtl^e thin,. Do, not dilute all jtke 
pigment; keep most 'of ^it in* a 
tidy lump, merely moist, as you 
grourfd it and not further wetted, 
at the* corner of your slab; but 
always keep a portion difuted* in a 
small “pond” in the middle of 
your palette. 

fiFit. Brush with Pig¬ 

ment .—Now you must note that this 
js a heavy ppwder floating free in water, 
therefore it quickly sinks to the bottom of 
your little “pond.” .Each Amtjou fill your 
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urusn you must " stir up the mud, " tor the Paintaig 
'*nntid”ns what want to get inyojjtr (el“>en*«ry) 
brush, and not %ly so, but you want to 
get* your brush evenly full of it •from tip 
to base, therefsre^you njust splay out the 
hairs flat against the glass, till all are 
wet, and then in " 

taking it off the 
palette, “ twiddle ” 
it to a point quickly.’ 

This takes long to 
describe, but it does 
not take a couple 
of seconds to do. 

You must have the 
jjalience to spend so 
nuch pains on it, 
a'hd e\^n to dill the 
brush very often, 
nearly for each 
touch; then’you will 

get *a clear, smooth, manageable stroke 
for your outline, and save time in the 
end. ■ • 

How to 'Paint in Outline .—Make same 
strokes (fig. *20) .on a piece of glass adll 
let them diy; some people like them to 
stick very tight to the glass, some" so that 
a tdiich of the fingpr'removes them; you 
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fainting must find which suits you by-and-hy, 
(elementary) vary the amountPof^^hm acctordiflgty; 

bjit to begin, I would advise that they 
shoujd Be just lemovable by a moderately 
hard rub with the finger, father less hard 
a rub than^you close*a gummed envelope 
with. , 

Practise now far a time the making of 
strokes, large 
and small, 
dark and light, 
broad and fipe; 
and when you 
have got com¬ 
mand of your 
tools, set your¬ 
self the -tasic 
•of 
sar 

cqpying an ’ex¬ 
ample placed 'underneath your bit of floss. 
You will find a hand-rest (fig. 21) an 
assitStance in this. 

It is difficult to give any list of exaipples' 
^likable for this stage of glaps, but the kind 
of line employed on the best heraldry is 
■always good for the purpose. The splendid 
illustrations of this in Mr. St. Johh-Hope’s 
book of the stall-plates of the Kniglits of 
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the Garter at Windsor, examples of which Paintiag 
by tfie author’s .^uAesy I am allowed /) 
reproduce (figs. 22-22a), are ideal f©r 
bol(f outfine-work, and ftscinatingly inte¬ 
resting for their own srfke. In, most of 
these there is not 3 nly excellent practice 
in outline, and a great <ieal of it, but, mixed 
with it, practice also in Tlat washes, which 



Fio.». 


if is'a good thing to be learni|i|; side by 
si^e with the other. 

And, here let me note that there are 
throughout the practice of glass-painting 
»«»^,met^jods in use at ever^ stage. Each 
person, each firm of glass-stainers, has his 
own methods and traditions. I shall.not 
trouble to notice all these as we*come to 
them, but describe what seems to me to’b^ 
the best practice in each case; but 1 shall 
here and there give a word about others. • - 
F(jr instance: if you,use sugar or treacle 
instead of gum, you get a rather smoother- 
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Fainting vtmrjcing pigment, and after it is ary yon. 
(elementary) moisten it as oftei»|.,'is you‘’will' f8r 
further work by merely breathing on the 



Fig. 22 . 


surface; and perhaps i^ your aim is outline 
only, it.may be well to try it; but if you 
wish to pass shading-colour over it., you 
must use gum, for you cannot do so over 
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Punting tKafle colour; nor do I think treacle servd^ 
(elementary) g^'well for the next priced am to'descrilie, 
wliich hqre follows. «, 

How to compute the Outline , better \han 
you possibly can byXtne Tracing .—When you 
take up a bit of glass Vrom the table, after 
having done all you tan to make a correct 
tracing, you will Se disappointed with the 
result. It will have kioked pretty well on 
the table with ths copy showing behind it 
and hiding its defects, but it is a different 
thing when held up to the searching day¬ 
light. This must not, however^iscourage 
you. No one, not the most skilful, could 
expect tp make a perfect copy of an original 
' (if that original had any fineness of linfc or 
sensitiveness of touch about it) by m6rtjy 
tracing it downwards on thS bencb. You 
must put it,upright against the daylight, 
and mend yojir drawing, freehand, faith¬ 
fully by the copy. 

These remarks do not, in a preat degree, 
apply tOjthe case of hard outlines specially 
prepared for literal translation. I am speak¬ 
ing of those where the outline is, in the 
artistic sense, sensitive 'Snd refined, as in a 
"Botticelli paftiting or a Holbein drawing, 
and to copy these well you want an easel. 

For this small work any kind of frame 



•with a sheet of glass in it, and a ledge to Paiadiii 
'rest yoilt bit of gla* on and a leg to stand 
out behind, will do, and by all means get 
it <nade (fig. 23); but do not s'pend too 
much on 'it, fbr later (Sn you will want a 
bigger and more complicated thing, which . 
will be described in 'ts proper place—that 
is to say, when we cometo it; and we shall 



come to it wten we come to deal with work 
madft up "of a number of pieces of glass, as 
all windows must be. 

This that you have now, nolT being a 
window but a bit of glass to pratfSsj 
on, what I have described above will do 
for it. 

A note to be always industrious ana to worn 
with’all your might .—F advise you to put 
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th£i work is done as a task (alas, that it 
could tcver be so!) it i^ held listiesslji in 
the left hand while touched with the 
right; but no artist Can afford to be at 
this disadvantage, or at any disadvantage. 

Fancy a surgeon having to hold the 
limb with one hand,while he uses the 
lancet with the other, or an astronomer, 
while he makes his measurement, bung- 
lingly moving his telescope by hand wh\le 
he pursues his star, instead having it 
driven by the clock! 

You cannot afford to be less keen or 
•less in earnest, and you want both hands 
free—ay f . more ihan this—your whole 
body free; you must not be lazy «nd sit 
glued to your stool; you must get up and 
walk backwards and forward} to look' at 
your work. !Do you think artjs so easy 
that you can afford to saunter over it? 

Do, I beg you, dear reader, pay at¬ 
tention 'to these words; for it is true 
^tlfough strange) that the hardest thing 1 
have found in teaching has been to get 
the pupil to Sake the most reasonable care 
not to hamper and handicap Himself by 
omitting to have his work comfortably 
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and conveniently placed and his tools wd Paindog 
malerials in gofi cfder. You shall ^nd a (elementary) 
man gping on painting all day, worlling 
in* messing, muddling 'vray—wasting time 
and' money—-l^ecause his pigment has not 
been covered up Vhen he left off work 
yesterday, and has got dusty and full of 
“ hairs ” ; another wiM waste hour after 
hour, cricking his jieck anti squinting at 
his work from a coyner, when thirty 
seconds and a little wit would move his 
Mgork where he would get a good light 
and be cojnfortable ; or he will work with 
bad tools and grumble, when five minutes 
would mend his tools and make him 
happy. • 

* An artist’s work —any aitise's, but es¬ 
pecially a glass-painter’s—should be just 
as finished, precise, clean, and alert as a 
surgeon’s eg* a dentist’s. Have you not 
in the ca^ of these (when the affair has 
not been too serious) admired the way in 
which the cool, white hands move about, 
the precision with which the finger-tips 
take up this,or that, and when takeif up 
use it “just xff,’’-neither more nor less; 
the spotlessness and ordei and perfect 
finish of every tool ,and material, from 
those fearsome things which (though you 



Painting prefer not to dwell on their uses)^you can- 
(elwiientary) 'jjg|p admiring, dow^ to thfe snbwy 
col ton-wool daintily poked ready through 
the holes in a little silver beehive ? Just 
such skill, handing, and "precision, and 
just such perfection “of instruments, I 
urge as proper to pointing. 

What Tools are^ wanted to complete the 
Outline.-—VvfiW now,describe those tools 
which you want at this 



stage, that is, to mend 
your outline with. ^ 
You want, the brush 
which you used in the 
first instance to paint 
it with, and that <has 
.^already been described', 
but you alsch want 
points of various fine¬ 
ness to etch it away 
with where it is too 


thick; these are the needle and the hick 
(fig.i24); any needle set in a handle will 
do, but if you want it for fine work, take 
jait that it be sharp. “Uow foolish,” 
you say; "as if you need tell us that.” 
On the contrary,—nine people out of 
ten need telling, tecause they ‘go upon 
the assumption that a needle mutt be 
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,%ha^, “as sharp as a needle,” and cap- Piintiiig 
hot nee 3 sharp^pin^,—and they willjgo (elementary) 
on for, 365 days in a year wondetmg ' 
wh^ a needle (which musl be sharp) should 
take out so much coarser a light than they 
want. * 

Now as to “sticks”; if you make a 
point of soft wood it* lasts (pr three or 
four touches ^d then gets* “ furred ” at 
the point, and if of very hard wood it 
slips on the glass. Bamboo is good; but 
the best of all—that is to say for broad 
stick-light#—is an old, sable oil-colour 
brush, clogged with oil and varnish till 
it is as hard as horn and then cut to a 
pohit; this “clings” a little as it goes’ 
qy^er the glass, and is •most d 3 mfortable 
to use.* * 

I hpve no doubt that otjier materials 
may be equally good, celluloid or horn, 
for example; the student iriust use his 
own ingenuity on such a simple matter. 

How to Complete the Outline .—With the 
tools above described complete the out¬ 
line—by adding colour with the brush 
where the lines artf too fine, and by taking 
it away with needle or stick where they 
are .too coarse; make it by these means 
exactly like the copy, and this is all you 



Faiating 

(elementary) 



7 iq. 25 . 
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ramtiog 

(elementuy) 


I'aindng iKcd do. But as an example of the degreo 
(elementary) of correctness attainahle'^und therefore to 
bel demanded) are here inserted two illus¬ 
trations (figs. and 26), one of 'the 
example used, arid the other of a copy 
made from )t by a young apprentice. 


CHAPTER IV 

Mattmg—Badgering—How to preaeree Correctneu'of 
Outline—Difficulty of Large Work—Ill-ground 
Pigment—The Muller—Orerground Pigment— 
Taking out Ligbta—“ Scrubi ’’—The Need of 
a Ma^er. 

Matting Take your cameUhair matting-brush (fig. 
27 or 28); fill it with the* pigmrtit, try 
it on the slab of the easel till it .seems 
just so full that the wash you. put on will 
not run down till you have plenty of time 
to brush it flat with the badger (fig. 29). 

Have ^our badger ready at hand and 
very clean, for if there is any pigment on 
il’ ftom former using, that will spoil the 
very delicate operation: you are now to 
perform. 

Now rapidly, bqt with a very light 
hand, lay an even wash over the whole 
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piece of glass on which the outlyie/is 
pamtecf; use v^tiJal strokes, and trs to 
get thf touches to just meet each other 
without (overlapping ; tfht there is* a very 
important thing to obse’rve in holding the 
brush. If you hbld it so ^g. 30) you 



Fiq. 27. Fig. 28. 


cannot properly regulate the pre'isure, and 
also the pigpient runs away downwfrdi, 
and the brush gets dry at the point; you 
must hold it so (fig. 31), then the curw 
of the hair makes the brush go lightly 
over the surface, while also, the body of 
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Matting 




Matting th^ ^rush being pointed downwards, the', 
point you are using & ajways being re¬ 
filled. 


It takes a very ikilful workman indeed 



to put the strokes so evenly side by side 
that the result looks flat and not stripy; 
indeed you cau hardly hope to do so, but 
you can get rid of^what “stripes” tljere 
are by talung your l»dger and “ stabbing ” 



*thc,surface of, the Minting with it,vejfy Matting 
rapidly, moving .It from side to side saas 
never t# stab twice in the same sjot; fliis 
by‘degress makjs the‘colour even, by 
talcing a little off thb dark part and 
putting it on the light; but the result 
will look mottled, %ot flat and smooth. 
Sometimes this may be agreq^ble, it de¬ 
pends on what yoia are painting; but if 
you wish it to be 
smooth, just give 
a* last stroke or 
two over the 
whole glass side¬ 
ways, that is to 
saf, holding the 
Qidger so tnat it 
stands* quite 'per¬ 
pendicular to the 
glass, move it, 
always still perpen¬ 
dicular, across the whole surface. You 
must not sway it from side to side, or 
kick it up at the end of each stroke like a‘ 
man white-washing; it must move along 
so that the points*of the hairs are all just 
lightly touching the glass aB the time. * ' 

Hum to Ensure the,Drawing of a Face 
being kept Correct while Painting. —If you 
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Matting 


^opt the plan of doing tljc first^paiijting 
OTOr an unfired outline, y®u must be very 
careful that the outline is not brurhed out 
of drawing in tfie process. If you Have 
sufficient skill it ‘need not be so, for it is 
quite possible—if all the conditions as to 
adhesiveness are right—and if you are 
light-handed enough—to so lay and badger 
the “matt’" Aat the autline beneath shall 



Fig. 31. 


only be gently softened, and not blurred 
or moved from 
its place. But 
in any case the 
best plan is at 
the same time 
that you ti^ace 
the outline of^ 
hiad on‘to the 
glass to trace it 
also with equal care on to a piece of tracing 
paper,andarrange three or four well-marked 
points, such as the corner of the mouth, the 
pupil of the eye, and some point on the back 
of the head or neck, so that these cannot 
poshly shift, and that you may be able at 
any time to get the tracing back into its 
proper place, both on the cartoon,and on 
the piece of glass pn which you are to 
paint the head. On which piece of glass 
76 



ttlso your first care should be that they MittiBi 
threl 01* four\^rtts should be clCarfy 
marked^and unmovable; then during t|ie 
wh»le poeress qf the painting •yoji will 
always be able to verify ihe correctness of 
the drawing by placing your piece of 
tracing paper over tl^ glass, and so seeing 
that nothing has shifted its place. 

It requires a good, deal o^phtience and 
practice to lay‘matt successfully over un¬ 
fired outline. It is a* question of the 
atpount and quality of the gum, the con¬ 
dition of,your brush, even the dryness 
or dampness of the air. You must try 
what degree of gum suits you best, both 
in «the outline and in the matt which you. 

Iirs to pass over it. Tiy it a gtiod many 
times «n a slab of plain glass or on the 
plate of your easel first, before you try 
oi> your painting. Of course it’s a much 
easier th^ng to matt successfully over a 
small piece than over a large. A head 
as big as the palm of your hand i^ not 
a very severe test of your powers; but 
in one as largp as the whole of your hfti^ 
say a head seven, inches from crown to 
chin, the problem is increased quite imr , 
meyurably in difficulty. The real test 
is being able to produce in glass a real 
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Matting fecsitnile of a head by Botticelli Oi' 
Horoein, and when" yoy. can ‘do ''that 
satisfactorily you can Ho anything in 
glass-paihting. „ i 

Do not aim to'get too much m the first 
painting, at any rate‘not till you have 
had long practice. Be content if you get 
enough modelling on a head to turn the 
outline int& u more gensitive and artistic 
drawing than it could be if planted down, 
raw and hard, upon the bare, cold glass. 
After all it is a common practice to fire 
the outline separately, and anything be¬ 
yond this that you get upon the glass 
for first fire is so much to the good. 

« But besides the quality or the gum 
you will 4hd sometimes differences in 
quality or condition of the pigment. It 
may be insufficiently ground; in which 
case the matt, in passing over, will rasp 
away every vestige of the outline, so 
delicate a matter it is. 

Ypu can tell when colour is not ground 
Sufficiently by the way it acts when laid 
^s Vi vertical wash. Lay % wash, moist 
enough to “run,” on a bit of your 
easel-'slab; it„will run down, making a 
sort of seaweed - looking pattern—clear 
lanes of light on the glass with a black 
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grain at the lower end. Those are ye Matting 
bits of ungroiini material: unJer a 
lOO-diameter tAicroscope they look like 
clvmkS of ironstone or road metal, or of 
rusty irdn, and you’ll soon understand 
why they have (-scratched away your 
tender outline. 

You must grind such colour till it is 
smooth, and an old - fashiftned granite 
muller is the'thing, not a glass one. 

Now, after all this, how am I to excuse 
the paradox that it is possible to have the 
colour ground too fine! All one can say 
is that you “ find it so." It can be so fine 
that it seems to slip about in a thin, oily 
kind of way. 

„ It’s all as you find ^it; the,; differences 
■t>f a graft ase endless; there is no fore¬ 
casting of everything, and you must buy 
your* experience, like everybody else, and 
find what ’suits you, learning your skill 
and your materials side by side. 

Now these are the chief procesjes of 
painting, as far as laying on coiour goes; 
but you still have much of your work 
before you, ’for ihe way in which ligRt 
and shade is got on glass js almost moge , 
in “taking off” than in “putting on.” 

YcAi have laid your dark “matt” all over 
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Mattiog glass evenly; now the next thing is’ 
to retaove it wherever^ ycu want light or 
hali^-tone. 

How, to'Finish c Shade,d Painting oukof 
the Even This is done*in many 
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ways, but* chiefly with those tools which 
painters call “scrubs,” which are oil-colour 
hog-hair brushes, eithet worn down by 
u>c, or rubbecl down on fine sand-paper 
till they are as stiff as you like‘them to 
be. You want th^m different in tfiis: 
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."bonje harder, jspme softer; some r<j^ni, 
some square, •tjd various sizes (fvs. 
32 and^3), and with these you brush the 
matt awa^ gently and'’by degrees, and 
so make a light ant| shade drawing 
of it. It is exactly like tha process of 
mezzotint, where, ifter a surface like 
that of a file 
has been labori-; 
ously produced 
over the whole 
capper-plate, 
the engraver 
removes it in 
variousdegrees, 
leaving the ori- 
' ^hal to stand 
entirely only 
for th(. darkest 
of'all shadows, 
and remcwing it all entirely only in the 
highest lights. 

There is nothing for this but practice; 
there is nothing more to tell about it; as the 
conjurers say, t“That’s how it’s done.” o» 
will find difficulties, and as these occur you 
villthinkthisa most defective book. “Why 
m earth,” you will say, “ didn’t he tell us 
ibout this, about that, about the other ? ” 
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Fig. 33 . 


Matting 






^Ah, yes! it is a most defective book;' 
if it were not, I would ^ave takSn good 
care not to write it. For the wor^t thing 
that could happe'ii to you wo^ld be' to 
suppose that any book can possibly teach 
you any craft, and take the place of a 
master on the one hand, and of years of 
practice on the othSr. 

This book*is not intended to do so; 
it is written to giye arf much information 
and to arouse as much interest as a book 
can; with the hope that if any are in .a 
position to wish to learn this «raft, and 
have not been brought up to it, they may 
learn, in general, what its conditions are, 
'and then able to decide whether to 
carry it farther by seeking good teaching,' 
and by laying themselves out for a patient 
course of study and practice and ,many 
failures and experiments. While, with re¬ 
gard to those already engaged dn glass¬ 
painting, it is of course intended to arouse 
their interest in, and to give them infor¬ 
mation upon, those other branches of 
tiiefr craft which are not generally taught 
to those brought up as glass-painters. 



CHAPTER V 

’ • 

Cutting (ad^Dced)—^The Idfil Cartoon—The Cut¬ 
line—Setting th^ Cartoon—Tranaferring the 
Cut-line to the Glass—Another Way—Some 
Principles of Ta<te>^ountercharging, 

• 

We have only as yet spokAt*of the pro- Cutting 
cesses of cutting and paiq^ng in themselves, (adTanced) 
and as they can be practised on a single bit 
of glass; but now we must consider them 
as appliedkto a subject in glass where many 
pieces must be used. This is a differ¬ 
ent matter indeed, and brings in all the 
questions of taste and judgn^ent whiclf 
•qiake the difference .betweett'"’h good 
wndow and hn inferior one. Now, first, 
you must know that every differently 
coloured pipce must be cut out by itself, 
and therefore must have a strip of lead 
round it to join it to the others. 

Draw a cartoon of a figure, bearing this 
well in mind; you must draw it*in such a 
simple and severe way that you do not* set 
impossible or needlessly difficult tasks to 
the cutter. Look now, fflr example, « 
the, picture in Plate,V. by Mr. &lwyn 
Image—how simple the cutting I 



(jutting \^You think it, perhaps, too “severe”? 
(adTinced) You'do not like to seet^hc leads so plainly. 

' You would like better something more 
after tJie' “Munich” school, where the 
lead-line is disguised or circumvfented. If 
so, my lessoij has gone throng; but we m\ist 
try and get it right. 

You would like' it better because it is 
“more of k 'picture”,; exactly, but you 
ought to like the other better because it is 
“more of a window.” Yes, even if all 
else were equal, you ought to like jt 
better, because the lead-lines cjit it up. 
Keep your pictures for the walls and your 
windows for the holes in them. 

0 But ali else is not equal; and, supposing 
you now-T^anding ^before a window of the' 
kind I speak of, I will tell 70U what has 
been sacrificed to get this “ picture- 
window ” “ like a picture.” Staine^glass 
has been sacrificed; for this is stained- 
glass, it is painted glass—that is to say, 
it is coloured glass ground up into powders 
and painted on to white sheets of glass; a 
podf, miserable substitute for the glorious 
colour of the deep amethyst and ruby- 
ooloured glasses which it pretends to ape. 
You will not be in much danger of using 
it when you have Wndled your stained- 
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sa[nples /or ^ while and learned Catting 
love them, \1ina will love them so mijch (adyanced) 
that you will even get to like |he severe 
lea&-line vhich announces them fot what 
they are. , 

But you must get to reasonably love it 
as a craft limitation, ^ necessity, a thing 
which places bounds and limits to what 
you can do in this art, and prevents tempt¬ 
ing and specious tricks. • 

How to Make a “ Cut-line .”—But now, 
all this being granted, how are we to set 
about getting the pieces cut.? First of 
all, I would say that it is always well to 
draw most, if not all, of the jiecessary 
,Jea*d-lines on the cartoon itself* . By the 
necessary lead-lines I rhean those which 
separafe different coloms; for you know 
that there must be a lead-line, between 
these. Then, when these are drawn, it 
is a question of convenience whether to 
draw in also the more or less optional 
lead-lines which break up each, space of 
uniform colour into convenient-si^ed 
pieces. If yflu do not want your cartool! 
afterwards for any'other puroosc you may 
as well do so: that is, fimt “set” the 
cartoon if it is in charcoal or chalk, and 
then try the places for these lead-lines 



Cutting lightly in charcoal ^ver ,the drawing:*, 
(adiranced) w(^rking thus, you can ‘dftst them away 
time after time till they seem right to 
you, aaid then either set theip also* or 
not as you choose.' 

A good, useful setting-mixture for large 
quantities is composed by mixing equal 
parts of “frhite polish” and methylated 
spirit; allowing it to^settk for a week, 
and pouring off all that is clear. It is used 
in the ordinary way with a spray diffuser, 
and will keep for any length of time. • 
The next step is to make what is called 
the cut-line. To do this, pin a piece of 
tracing-cloth over the whole cartoon; 
'this can tfigot from any artist’s-colournlan 
or large'SHationer.* Pin it over the cartobn 
with the dull surface outwards, anfi with 
a soft piece of charcoal draw lines ^ to ^ 
of an inch wide down the centre of 'all 
the lead-lines: remove the cloth from the 
cartoon, and if any of the lines look 
awkkard.or ugly, now that you see them 
by |hemselves undisguised by the drawing 
kclow, alter them, and then, finally, with 
a long, thin brush paint them in, over 
the charcoal,* with water-colout lamp¬ 
black, this time a. true sixteenth o£ an 
inch wide. Don’t duat the charcoal off 
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first, it makes the paint cling much better Cattiog 
to fte Ainy cbA. * *, (adranced) 

Whjn this is done, there is a ch&ce 
ofathree ways for cutting the glass. One 
is to make shaped pieces of cartridge-paper 
as patterns to cuf each bit pf glass by; 
another is to place athe bits of glass, one 
by one, over the cut-line and cut free¬ 
hand by the line syou seef through the 
glass. This latter pro,cess needs no de¬ 
scription, but you cannot employ it for 
dark glasses because you cannot see the 
line through: for this you must employ 
one of the other methods. 

How to Transfer the Cutting-line on to the 
Glass .—^Take a bit of glass Ivge enough 
to cut the piece you want; pfTcd it, face 
upwards, on the table; place the cut-line 
over ^it in its proper place, and then slip 
between thpm, without mpving either, a 
piece of black “transfer paper”: then, with 
a style or hard pencil, trace the cutting¬ 
line down on to the glass. This will not 
make a black mark visible on*the glass, 
it will only make a grease mark, andihgt 
hardly visible, not enough to cut by; 
but take a soft dabber—a lump of cotton- 
wopl tied up in a bit 0/ old handkerchief— 
and with this, dipped in dry whitening or 
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Cutting pitpwdered white challc, dab the glass all* 
(adTunc^) over'; then blow the ^urfeoe and you will 
see’a clear white line where the wljitening 
has stuck' to the greasy «line made by the 
transfer paper; and by this you can cut 
very comforfably. '' 

But a third way is <o cut the shape of 
each piece of glass but in cartridge-paper; 
and to do this you puf the ^cut-line down 
over a sheet of “ cpntinuous-cartridge ” or 
“ cartoon ” paper, as it is called, and press 
along all the lines with a style or hard 
pencil, so as to make a furrow on the 
paper beneath; then, after removing the 
cut-line, you place a sheet of ordinary 
window^lass below the paper and cut efut 
each pitfc^* between the “ furrows ” leaving' 
a full ^ of an inch. This sikteentlvof an 
inch represents the “ heart ” or core 9f the 
future kadi ill is the distance which the 
actual bits of glass lie one from the other 
in the window. You must use a very 
sharp pen-knife, and you will find that, 
cutting ^'ainst glaii, each shape will have 
qt^ife a smooth edge; and round this you 
can cut with your diamond. 

• This method, which is far the most 
accurate and craftstpanly way of cutting 
glass, is best used with the actual diamond: 
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5 n that case you feel the edge of the papdt Cuttbg 
all ^he tfme wlWi'thl diamond-spark; but («l™need) 
in cuttjpg with the wheel you must not 
res* against the edge of the pap*; .other¬ 
wise you will be sure ter cut into it. Now, 
whichever of all these processes you em¬ 
ploy, remember that 
there must be a fult 
iV of an inch^ left Jbe- 
tween each piece ’’ of ^ 
glass and all its neigh¬ 
bours. 

The reason why you 
leave this space be¬ 
tween the pieces is that 
the core of the lead is 
about that or a little, 
less it* thickness: the 
closer the glass fits to 
this tlie better, but no 
part of the glass must 
go nearer to its neigh¬ 
bour than this, otherwise the work) will 
be pressed outwards, and you Will not be 
able to get the whole of the panel wiShip 
its proper limits. - 

Fig. 34 is an illustration of various , 
kin^s and sizes of lead; showing some 
with the glass inserted in its place. By 
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Cutting 

(adranc^) 


ill means make your leads yourself^ 
for iftanyrof thote ready 
made are not leat} at all, 
(»r not,pure lead. Get 
t'he parings of'sheet lead 
from 'a source you can 
trust? and cast them 
rchighly ii 
at fig. 35 
the shears 



as 


Fig. 35 . 


moulds 
Fig. 36 is 
by which 


the strips may lie cut; fig. 37 is the 
IpoH-mill nr “ yicc ” by which they are 



milled and run into their final shape; 
fig. 38 the “cheeks" or blocks through 





Jwhi^ the lead passes. The working 4 f Cutting 
such an* instrlliften*^ is a thing that^ is (“iTane 
understood in a few minutes with the 
instrument itself at ha.i^, but i{ it cum¬ 
brous to explain in^ writing, and not worth 



while; since if you purchase 
such a thing, obviously the 
seller will be therq^tfb explaitf 
its use. Briefly,—ihg handle 
turns two wheels with milled 
edges of an inch apart; 

. which, at one; motion, draw 
the lead between them, mill 
it, and force it between the 
two “cheeks” ^flg. *38), 
which mould the outside of 
the lead in its passage. These combfned 
movements, by a continuous pressure, 
squeeze out the strip of lead into about • 
twife its length; correspondingly decreas¬ 
ing its thickness and finishing it as it goes. 
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Cuttbg Spme principles of good ia,ste and common 
(adranced) regard to ^ tf& ’'cutting up of a 

Window; according to which the Cartoon and 
Design must be ^odifietk —Never disguise 
the lead-line. Cuf the necessary parts first, 



Fig. 38. 


as 1 said before; cut the 6ptional parts 
simply; thinking most of craft-conveni- 
dhcc, and not fhuch of realism. 

Do not, howevei\ go to the extent of 
making two lead-lines cross each other. 

$2 


F‘g',39 shows the two kinds of join^, A Cutting 
being th*e..wroft^ oJie (as I hold), apd (adnnced) 
B the jight one; but* after all, this is 
parfly a (question* of tasje. * • 

Do not cut borders’and other minor 
details into measured spaces > cut them 
hapt-hazard. • 

Do not cut leafage ‘too mych by the 



Fig. 39. 

outlines of the groups of leaves—or wings 
by the outlines of the groups of feathers. 

Do not outline with lead-lines any 
forms of minor importance. ^ 

Do not allow the whole of any figure to 
cut out dark against light, or light against 
dark; but if the figure is ever so bright, 
let an inch or two of its outline tell out 
as a, dark against a spot of still brighter 
light; and if it is ever so dark, be it red 
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Catting oV b^ue as strong as may bcj, let an inqji or 
(adannced) t^p of its Outline tell oat against a still 
stronger dark in the background^ if you 
have to paint it pjtch-bltck to do so. '■ 

By this “ countercharging ’’ (as heralds 
say), your composition will melt together 
with a pleasing niyslery; for you must 
always remember that a window is, after 
all, only a window, it<. is not the church, 
and nothing in it should stare out at you 
so that you cannot get away from it; 
windows should “ dream," and should be 
so treated as to look like what they are, 
the apertures to admit the light; subjects 
painted on a thin and brittle film, hung in 
Olid-air between the light and the dark. 

CHAPTER VI 

Painting (adranced) — Waxing-up — Cleanliness — 
Further Methods of Painting — Stipple — Dry 
Stipple— Film — Effects of Distance—Danger 
(jf Over-Painting—Frying. 

I HAVE mentioned all these points of 
Painting j^c^ment and good taste we have just 
(advanced) finished speaking of, because they are 
matters that must necessarily come before 
you at the time you are making , the 
cartoon, the preliminary drawing of the 
^4 



window, and before you come to ha^dli Painting 
the glass'at all. ^ f * , (adranc^) 

But it is now necessary to tell you how 
the*whole of the glass’ when ft is cut, 
must be fixed together; so that you can 
both see it and patnt upon ifcas a whole 
picture. This is done as follows:— 

First place the cut-lide (for the making 
of which you „have. already Tiad instruc¬ 
tions) face upwards on^ the bench, and 
over it place a sheet of glass, as 
large at least as the piece you mean to 
paint. Thick window-glass, what glass- 
makers call “thirty-two ounce sheet”— 
that is, glass that weighs about thirty- 
two ounces to the square foot-r^will do* 

•Veil enough for very small subjects, but 
for anything Over a few square feet, it is 
better to use thin plate-glass. This is 
expensive, byt you do not want the best; 
what is cabled “ patent plate ” does quite 
well, and cheap plate-glass can often be 
got to suit you at the salvage stores,, 
whither it is brought from fires. 

Having laid your sheet of glass dowik 
upon the cut-line, place upon it all the 
bits of glass in their pro^ places; thetr 
take, beeswax (and by all Wans let it 
be the best and purest you can get; get 
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Painting il at a chemist’s, not at the oil-shop)'> 
(adranced) and heat a few ounces of it in a sauce¬ 
pan, and whtn all of it is melted —not 
before, afnd as little after as may be— 
take any convenient tool, a pen-knife or 
a strip of glass, and, dipping it rapidly 
into the melted wax, convey it in little 
drops to the points where the various 
bits of glass meet egch other, dropping 
a single drop of wax at each joint. It 
is no advantage to have any extra drops 
along the sides of the bits; if each comer 
is properly secured, that is all that is 
needed (fig. 40). 

Some people use a little resin or tar 
‘With the wax to make it more brittle,‘ so 
that when the painting is finished and thrf 
work is to be taken down* again toff the 
plate, the spots of wax will chip off more 
easily. I do „not advise it. , Boys in -the 
shop who are just entering their appren¬ 
ticeship get very skilful, and quite pro¬ 
perly so, in doing this work; waxing up 
yard after yard of glass, and never drop- 
a spot of wax on the susface. 

It is much to be commended: all things 
done in the a»ts should be done as well as 
they can be done, if only for the sake of 
character and training; but in this case it 
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wax is dropped on the surface of the glass* 
that is to be painted on^ the spot must be 
carefully scraped off, and every vestige of 
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Fiiodog jt removed with a wet duster dipped in a 
(adnuced) ijttle grit of some '■kiiri'i—pigment does 
well—otherwise the glass is greasy, and the 
painting-will not* adhere. 

For the same reason the wax-saucepan 
should be Jcept very ’clean, and the wax 
frequently poured &.fF, and all sediment 
thrown away. A' bit of cotton-fluff off 
the duster is enough to drag a “ lump ” 
out on the end pf the waxing-tool, which, 
before you have time to notice it, will be 
dribbling over the glass and perhaps spoil¬ 
ing it; for you must note that sometimes 
it is necessary to re-wax down unfired 
work, which a drop of wax the size of a 
pinhole; pitted off from the end of .the 
tool, will utterly ruin. How important, 
then, to be cleanly. 

And in this matter ot removing such 
spots from fixed work, do please n6te«that 
you should use the knife and^ the duster 
alternately for each spot. Do not scrape a 
batch of the spots off first and then go 
over the ground again with the duster— 
tliis can only save a secqnd or two of 
time, and the merest fraction of trouble; 
and these aic ill saved indeed at the cost 
of doing the work ill. And you are sure 
to do it so, for when the spot is sapped 
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flfF it is very difficult to see where it ^as; Paintug 
you are We tc/ Jhis"! some, in going ovjer (adwaced) 
the glasj with a duster, and you will dis¬ 
cover them again,<to youir cost an“d annoy¬ 
ance, when you matt over them for the 
second painting: anS, just when.you cannot 
afford to spare a singie moment—in some 
critical process—they will conjp out like 
round o’s in the middle of j^our shading, 
compelling you to bregk off your work 
and do now what should have been done 
before you began to paint. 

But the best plan of all is to avoid 
the whole thing by doing the work cleanly 
from the first. And it is quite easy; for 
all’you have to do is to carry„,fhe tool* 
Tiofizontally till it is over the spot where 
you w^ht the'wax, and then, by a tilt of 
the hand, slide the drop into its place. 

further Methods of Painting .—There 
are two chief methods of treating the 
matt—one is the “ stipple,” and the other 
the “ film ” or badgered matt. , * 

The Stipple .—When you have put on 
your matt with the camel-hair brush, take* 
a stippling brush (fig. 41) and stab the 
matt all over with it while <t is wet. A* 
great variety of texture can be got in 
this way, for you may leave off the pro- 
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Painting 

(adranc^) 


dess, at any moment; if you leave it off 
soon, tfte ^rk will be' soft 
and blurred, for, n9t being 
dry, the pgment will spread 
again as soon as' you leave 
off: blit, if you choose, 
you can go on stippling till 
the‘whole is dry, when the 
pigment will gather up into 
little sharp spots like pepper, 
and the glass between them 
will be almost clear. You 
must bear in mind that you 
cannot use scrubs over work 
like the last described, and 
cannot use them to much 
adyantage over stipple* at' 
all. You can draw a needle 
through ; but as a rule you 
do not want to take lights 
out of stipple, since you can 
complete the shading in the 
single process by stippling 
more or less according to the 
light and shade you want. 

A very coarse form of the 
>• process is “ dry ” stippling, 
where you stipple straight 
on to the surface of the clear glass, with 
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pigment taken up off the palette by^th'e Painting 
stippling brusfr : for coarse distant (sdranced) 
work tljis may be sometimes useful. 

Now as to film. Wd have Spoken of 
laying on °an even matt and badgering it 
smooth; and you tan use thi% with a cer¬ 
tain amount of stippte also with very good 
effect; but you are to n*otice one great rule 
about these two prosesses, nafhe'iy, that the 
same amount of pigment^oiscures much more 
light used in film thin used in stipple. 

Light spreads as it comes through open¬ 
ings ; and a very little light let, in pin¬ 
holes, through a very dark matt, will, at 
a distance, so assert itself as to prevail 
over the darkness of the mattj^* • 

■* ft is really very little, use going on to 
describe the Way the colour acts in these 
various processes; for its behaviour varies 
with every degree of all of them. One 
may gradually acquire the skill to com¬ 
bine all the processes, in all their degrees, 
upon a single painting; and the Tinly 
way in which you can test their relative 
value, either .as texture or as light Sn(i 
shade, is to constantly practise each pro¬ 
cess in all its degrees, and see what results 
eaclj has, both when .seen near at hand 
and also when seen from a distance. It 
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Painting is upeless to try and learn these things' 
(adranced) from written directions; ®ytou mu'St make 
them your own, as precious secfets, by 
much „pActice 4 nd much experimftit, 
though it will saw you years of both to 
learn under,a good master. 

But this question df distance is a most 
important thing, arid we must enlarge upon 
it a little and try to make it quite clear. 

Glass-painting ip not like any other paint¬ 
ing in this respect. 

Let us say that you see an oil-painting— 
a portrait—at the end of the large room in 
some big Exhibition. You stand near it 
and say, “Yes, that is the King” (or the 
'CommartiJpr-in-Chicf), “ a good likeness; 
however do they^do those patent-leather' 
boots ? ” But after you hive beeft down 
one side of the room and turn round at 
the other endito yawn, you catch sight of 
it again; and still you say, “Yes, it’s a 
good likeness,” and “really those boots 
are Very ^lever! ” But if it had been your 
own painting on g/ass, and sitting at your 
easel you had at last said, “ Yes ,—/tow it’s 
like the drawing— /iaf's the expression,” 
you could by no means safely, count on 
being able to say the same at all distances. 
You may say it at ten feet off, at twenty, 
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jnd yet at thirty the shades may all gather PaintiDg 
together'into biafk ^latches; the drawing 
of the qrelids and eyes may vanish in ohe 
general black bio*, the half-tones gn the 
cheeks may all go to" nothing. These 
actual things, for instance, will be the result 
if the cheeks are stippled or scrubbed, and 
the shade round the e^es left as a film — 
ever so slight a film will do iff Seen near, 
you see the drawing through the film ; but 
as you go away the light will come pour¬ 
ing stronger and stronger through the 
brush or stipple marks on the cheeks, 
until all films will cut out against it like 
black spots, altering the whole expression 
past recognition. 

* Try this on simple terms;— 

Do % face cfn white glass in strong out¬ 
line only : step back, and the face goes to 
nothing; strengthen the qjitline till the 
forms are quite monstrous—the outline of 
the nose as broad as the bridge of it—still, 
at a given distance, it goes to nothings the 
expression varies every step back you take. 

But now, tak»a matting brush, with a fil A sp 
thin that it is hardly more than dirty water; 
put it on the back of the glass (so as not to 
wa^ up your outlinq); badger it flat, so 
as just to dim the glass less than “ground 
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Painting glass ” is dimmed;—and you will find, your 
(advanced) outline look almost fhel'same at each dis¬ 
tance. It is the pure light that plays tricks, 
and it will play ^hem through a pinhole. 

And now, finally, let us say that you 
may do anything you ea/i do in the paint¬ 
ing of glass, so long fts you do not lay the 
colour on too thick. The outline-touches 
should be llal upon the glass, and above all 
things should not, be laid on so wet, or laid 
on so thick, that the pigment forms into a 
“ drop ’’ at the end of the touch; for this 
drop, and all pigment that is thick upon 
the glass like that, will “ fry " when it is 
put into the kiln ; that is to say, being so 
•thick, artij .standing so far from the surface^ 
of the glass, it will fire separately from the 
glass itself and stand as a''separaf% crust 
above it, and this will perish. 

Plate IX. shows the appearance of the 
bubbles or blisters in a bit of work that 
has fried, as seen under a microscope of 
20 diampters; and if you are inclined 
to disregard the danger of this defect as 
seen of its natural size, when it is a mere 
roughness on the glass, what do you think 
of it »etv ? You can remove it at once 
by scraping it with a knife; and indeed, if 
though accident a touch here and there 
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* dofs fr^, it is your^only plan to so remove Painting 
it. All you can Scrape off should be scraped (adranced) 
off and repainted every time the glass comes 
f/bia the kiln; land thgt brings us to the 
important questio^p of’firing. 

CHAPTER VII 

Firing — Three Kinds of Kiln Advantages and 
Disadvantages—Tlie Gas-Kiln—Quick Firing 
—Danger—Sufficient Firing—Soft Pigments— 

Difference in Glasses—“Stale” Work—The 
Scientific Facts—How to Judge of Firing— 

Drawing the Kilo. 

The way in which the painting is attached Firbg 
to the glass and made permanent is by 
filing it in a kiln at great he^ and thfls 
‘ fusing the two together. 

Siiftple enbugh to say, but who is to 
describe in writing this process in all its 
fdrms ? Fpr there is, perhaps, nothing in 
the art of stained-glass on which there is 
greater diversity of opinion and diversity 
of practice than this matter of lying.* But 
let us make a beginning by saying ^that 
there are, it may be said, three chief modi- 
fications of the process. 

First, the use of the oM, closed, coke* 
or .turf kiln. , 

Second, of the closed gas-kiln. 
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Firing 


Aivi third, of the open gas-kiln. ^ 
Xhe first consists of a clamber oY bnck 
or terra-cotta, in which the glass is placed 
on a bed o‘f powdered whitening, on irfln 
plates, one above arfother like shelves, and 
the whole enslosed in a chamber where the 
heat is raised by a fire bf coke or peat. 

This, be if understood, is a slow method. 
The heat increases gradually, and applies 
to the glass what, the kiln-man calls a 
“good, soaking heat.” The meaning of 
this expression, of course, is that the 
gradual heat gives time for the glass and 
the pigment to fuse together in a natural 
way, more likely to be good and per- 
iftanent its results than a process 
which takes a twentieth part of the time 
and which therefore (it is assumed)* must 
wrench the materials more harshly from 
their nature and state. 

There are, it must be admitted, one or 
two things to be said for this view which 
requife an,swering. 

l^t, that this form of kiln has the 
virtue of being old; for in «uch a thing 
as this, beyond all manner of doubt, war 
fited all the s{)lendid stained-glass of the 
Middle Ages. 

Second, that by its use one is entirely 
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J)reserved fi'om the dangers attache^ to 
the mtsuJe of tfte,^a#-kiln. 

But 1;^e answers to these two things are— 

First, that the .•nethod emplojtd^in the 
Middle Ages did not invariably ensure 
permanence. Any one who has studied 
stained-glass must btf familiar with cases in 
which ancient work has faded or perished. 

The second claim is answered by the 
fact, I think beyond dispute, that all ob¬ 
jections to the use of the gas-kiln would 
be removed if it were used properly; it is 
not the use of it as a process which is in 
itself dangerous, but merely the misuse of 
it. People must be content with what is 
reasonable in the matter; andj'knowing 
thUt the gas-kiln is spoken of as the 
“ quidt-firing*” kiln, they must not insist 
on trying to fire /oo quick. 

Now I have the highest authority (that of 
the makersof both kiln and pigment)to sup¬ 
port my own conviction, founded on my own 
experience, in what I am here going to*say. 

Observe, then, that up to the point at 
which actual* fusion commences—that U, 
when pigment and glass begin to get soft 
—there is no advantage irt slowness, and 
therefore none in the jise of fuel as against 
gas—no possible disadvantage as far as the 
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Firing worjc goes: only it is time wasted. But 
where people go wrong i[s in not observing 
the vital importance of proceeding gently 
when .fusion r/cr/commence. For in'’the 
actual process of firing, when fusion is 
about to commence, it is indeed all-im¬ 
portant to proceed gently; otherwise the 
work will^ “fryj” and, in fact, it is in 
danger from' a variety of causes. Make 
it, then, your practice to aim at twenty 
to twenty-five minutes, instead of ten or 
twelve, as the period during which the 
pigment is to be fired, and regulate the 
amount of heat you apply by that standard. 
The longer period of moderate heat means 
safety. 'Ifjie shorter period of great h'eat^ 
means danger, and rather more than danger. 

Fig. 42 is the closed gas-kiln, wHfere the 
glass is placed in an enclosed chamber; 
fig. 43 is the open gas-kiln, where the gas 
plays on the roof of the chamber in which 
the glass lies; fig. 44 shows this latter. 
But‘ no OTitten description or picture is 
really sufficient to make it safe for you to use 
thne gas-kilns. You would be sure to have 
some serious accident, probably an explo¬ 
sion; and as it it absolutely necessary for you 
to have instruction,^either from the maker 
or the experienced user of them, it is useless 
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for me to tell lamely what they could show Firing' 
thoroughly. 5 shatt therefore leave •this 



essentially technical part of the subject, and, 
omitting these details, speak of the few 
principles which regulate the firing of glass. 
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Firing And the first is to fire it enough. What¬ 
ever figment you use,* and '.vith whatever 
flux, none will be permanent if the work 
is undetj-fired; indeed 1 believe that under¬ 
firing is far more the cause of stained-glass 
perishing than the use 'of untrustworthy 
' pigment or flux; although it must always 
be borne in mind idiat the use of a soft 
pigment, which will “ ijre beautifully ” at 
a low heat, with a fine gloss on the surface, 
is always to be avoided. The pigment is 
fused, no doubt; but is it united to the 
glass? What one would like to have 
would be a pigment whose own fusing- 
point was the same, or about the same, as 
that of the glass itself, so that the surface, 
at least, of Tne pici^e of glass softens to re¬ 
ceive it and lets it right down into itself. 
You should never be satisfied with the 
firing of your glass unless it presents two 
qualifications: first, that the surface of the 
glass has melted and begun to run together; 
and second, that the fused pigment is quite 
glossy and^hiny, not the least dull or rusty 
lopk^g, when the glass is cool, 

“ What one would like to have.” 

And can youenot get it ? 

Well, yes! but you want experience and 
constant watchfulness*—in short, “ rule of 
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thumb.” Fo^ every different glass dj^ers Firing 
m hardrtess, and*y(fli never know, except 
by mei^ory and constant handling of the 
stuff, exactly whaUyour iiiateriabar^ going 
to do in the kiln; for as to standardising, 
so as to get the glass into any known rela¬ 
tion with the pignAnt in the matter ot 
fusing, the thing has ‘never, as far as I 
know, been attempted. It pfoSably could 
not be done with regard to all, or even 
many, glasses—nor need it; though perhaps 
it might be well if a nearer approach to it 
could be achieved with regard to the manu¬ 
facture of the lighter tinted glasses, the 
“whites” especially, on which the heads 
and hands are painted, and wh^re conse* 

' quently it is of such vital importance that 
the painting should have careful justice 
done to it, and not lose in the firing through 
uneerfainty yith regard to conditions. 

Nevertheless, if you observe the rule to 
fire sufficiently, the worst that can happen 
is a disappointment to yourself front the 
painting having to an unnecessary extent 
“fired away” in the kiln. You must*b« 
patient, and give it a second painting; and 
as to the “ rule of thumb,” it is surprising 
how one gets to know, by constant handling 
the stuff, how the various glasses are going 
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Firing to I^have in the fire. It Was the method 
of the Middle Ages Whjcn we aft so' apt 
to prdse, and there is much to be ,said for 
practical,'craftsminly experience, especially 
in the arts, as against a system of formulas 
based on scientific knowledge. It would 
be a pity indeed to ^et rid of the accidental 
and all the^ delight which it brings, and we 
must take it Vith its good and bad. 

The second rul? with regard to the ques¬ 
tion of firing is to take care that the work 
is not “ stale ” when it goes into the kiln. 
Every one will tell you a different tale 
about many points connected with glass, 
just as doctors disagree in every affair of 
5 ife. In'fjilking over this matter of kefcp- 
ing the colour fresh—even talking it over 
with one’s practical and experienced friends 
generally—one will sometimes hear the re¬ 
mark that “ they don’t see that delay tan 
do it much harm; ” and when one asks, 
“ Can it do it any good ?" the reply will 
be, “ WeU, probably it would be as well to 
fire it soon;” or in the case of mixing, 

To use it fresh.” Now, if it would be 
“ as well ”—which really means “ on the 
safe side”—then that seems » sufficient 
reason for any reasonable man. 

But indeed I have always found it one 



of the chiefe^ diffjfulties with pupils to 
get them to taJce the most reasonable 
precautions to make quite^ sure of anything. 
It *is ju^ the ®same with matifers of 
measurement, although’ upon these such 
vital issues depend. How« weary one 
gets of the phrase *‘i^’s not far out”— 
the obvious comment of a re^senable man 
upon such a remarl^, of course, being that 
if it is out at all it’s, at any rate, too far 
out. A French assistant that I had once 
used always to complain of my demanding 
(as he expressed it) such “ rigorous accu¬ 
racy.” But there are only two ways—to be 
accurate or inaccurate; and if the former 
, is possible, there is no excuse forothe latter,* 

But as to this question of freshness of 
colour, which'is of such paramount im¬ 
portance, I may quote the same authority 
I used befone—that of the* maker of the 
colour —to back my own experience and 
previous conviction on the point, which 
certainly is that fresh colour, used* the 
same day it is ground and fired the s^pie 
day it is used, fires better and fires away 
less than any other. 

The facts of the case, s*cientifically, I 
am assured, are as follows. The pigment 
contains a large amount of soft glass in 
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Firing a vfiry fine state of div^ion, and, th?. 
carbonic acid, which a^l fir contains (espe¬ 
cially that of workshops), will immediately 
begin ^to enter into conabination with'the 
alkalis of the gla^s, t^row out the silica, 
and thus disintegrate what was brought 
together in the first instance when the 
glass was .made. The result of this is 
that this intruder (tht carbonic acid) has 
to be driven out Again by the heat of the 
kiln, and is quite likely to disturb the 
pigment in every possible way in the pro¬ 
cess of its escape. I have myself some¬ 
times noticed, when some painted work 
has been laid aside unusually long before 
'firing, sOjiie white efflorescence or crystal¬ 
lisation taking pkee and coming out ds a 
white dust on the painted surface. *■ 

Now it is not necessary to kno\y here, 
in a scientific'or chemical sense, what 'has 
actually taken place. Two things are 
evident to common sense. One, that the 
change is organic, and the other that it 
is unpremeditated; and therefore, on both 
grounds, it is a thing to* avoid, which 
indeed my friend’s scientific explanation 
sufficiently cohfirms. It is well, therefore, 
on all accounts to epaint swiftly and con¬ 
tinuously, and to fir^ as soon as you can; 
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ind gbove all vhlng^not to let the cojour Firing 
lie about getting stale on the palette. 

Mix nomore for the day than you mean to 
use*; clean your palette every day oi^early 
so; work up all th^ colour each time you 
set your palette, and do not give way to 
that slovenly and idl^ practice that is 
sometimes seen, of leaving a crgist of dry 
colour to collect, pefhaps for days or weeks, 
round the edge of the mass on your palette, 
and then some day, when the spirit moves 
you, working this in with the rest, to im¬ 
peril the safety of your painting. 

How to Know when the Glass is Fired 
Su^ciently .—This is told by the colour 
^ as It lies in the kiln—that is, in silch a kilrf 
that you can see the glass; but who can 
describe a colour.? You have nothing 
for this but to buy your experience. But 
in "kilns that are constructed with a peep¬ 
hole, you can also tell by putting in a 
bright iron rod or other shining object 
and holding it over the glass sc^as to see 
if the glass reflects it. If the pigmenj is 
raw it will (if there is enough of it on the 
glass to cover the surface) prevent the piece 
of glass from reflecting the rod; butdirectly 
it is fired the pigment itself becomes glossy, 
and then the surface will reflect. 
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Tjjis is all a matter of pr^tice; nothing| 
can describe the “look’J of a piece of 
glass that is fired. You mustc either 
watch'batch after* batch* for yourself Ind 
learn by experiendte, or get a good kiln- 
man to point out fire(^ and unlired, and 


call your attention to ^:he slight shades of 
colour ancj. ^low which distinguish one 
from the other. 


On Taking the J^lass out of the Fire .— 
And so you take the glass out of the 
fire. In the old kilns you take the fire 
away from the glass, and leave the glass 
to cool all night or so; in the new, you 
remove it and leave it in moderate heat at 


fhe side tjfc the kiln till it is cool enough 
to handle, or nearly cold. And then ytou 
hold it up and look at it. 


CHAPTER VIII 

The Second Painting—Disappointment with Fired 
Work—A False Remedy— Pi. Useful Tool— 
The Needle—A Resource of Desperation — 
The Middle Course—Use of ^e Fuger—^The 
Second Fainting—Procedure. 

The Second And when ycfti have looked at *it, as I 
Painting said just now you should do, your first 
thought will be a wish that you had never 
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beeo born. one, I suppose/iever 

took his first ba&h of painted glass out of 
the kiki without disappt^intment and with- 
ou! wonikring \rtiat use there Is dn such 
an art. For the {jointing when it went in 
was grey, and silvery, and shai^p, and crisp, 
and firm, and brilliant.. Now all is altered; 
all the relations of light ^nd> shade are 
altered; the sharpness of every brush- 
mark is gone, and everything is not only 
“washed out” to half its depth, but 
blurred at that. Even if you could get 
it, by a second painting, to look exactly 
as it was at first, you think: “What a 
waste of life! I thought I had done I 
, It* was right as it was; I waSo{Jleased sb 
faf^ but now I am tir^ of the thing; I 
don’t want to be doing it all over again.” 

Wgll, my dear reader, I cannot tell you 
a remedy for this state of tMngs—it is one 
of the conditions of the craft; you must 
find by experience what pigment, and what 
glass, and what style of using them*, and 
what amount of fire give the leas^ of 
these disappointing results, and then make 
the best or it; and make up your mind 
to do without certain effects in glass, 
which you find are unattainable. 

There is, however, one remedy which I 
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The Second suppose all glass-palnfers tfy, bu^ evantu- 
Painting j||y discard. I suppose we have all passed 
through the stag^ of working vefy dark, 
to allc>!v for the firing-dff; and, I want to 
say a word of warning jvhich may prevent 
many heartaches in t^is matter. 1 having 
passed through them all, there is no reason 
why other* should. Now mark very care¬ 
fully what follows, fbr it is difficult to 
explain, and you scannot afford to let the 
sense slip by you. 

I told you that a film left untouched 
would always come out as a black patch 
against work that was pierced with the 
scrub, however slightly. ^ 

* Now, ftsrein lies the difficulty of wOTk- 
ing with a very "thick matt; for ]f it is 
thick enough on the cheek and brow of 
a face to give strong modelling .when 
fired, then whenevet it has passed over the 
previous outline-painting, for example, in the 
eyes, mouth, nostrils, tffr., you willfind that the 
two together have become too thick for the scrub 
to tfove. 

Now you do not need, 'as an artist, 
to be told that it is fatal to allow any 
part of your painting to be thus beyond 
your control; to b« obliged to say, “ It’s 
too dark, but unfortunately I have no 
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•toob - tkat vnll lighten it—it will* not The Second 
yield to the scruk” Painting 

{lotVever, a certain amount can be done 
in this direction by using, on the Aadows 
that are just too strong for 
the scrub, a tool made by 
grinding down on sand¬ 
paper a large hog-hair 
brush, and, of these, what 
are called stencil-brushes 
are as good as any (fig. 45). 

You do not use this by 
dragging it over the glass 
as you drag a scrub, but 
b); pricking the whole of 
' tht;,surface which you wish 
to lighten. This will make 
little pinholes all over it, 
which will be sufficient to 
let the patch of shadow 
gently down to the level 
of the surrounding lighter 
modelling, and will pre¬ 
vent your dark shadows 
.looking like’actual “patches,” as we de¬ 
scribed them doing a little .way back. . 

Further than this you cannot go; for 
I cannot at all see hbw the next process 
I am to describe can be a good one, though 
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The S«*ond 1 onte thought, as I suppijse^mostilo.that’ 
Piinting Jt would really solve the difficulty. What 
I allude to is the ijse of the needle.* 

Of W^ork Etched out %oith a .NeedU .— 
The needle is a very*good and useful 
tool for stained gla^, in certain opera¬ 
tions, but I am now to speak of it as 
being used cjver whole areas as a sub¬ 
stitute for the scrub, in*order to deal with 
a matt too dense for*the scrub to penetrate. 

The needle will, to be sure, remove 
such a matt; that is to say, will remove 
lines out of it, quite clear and sharp, and 
this, too, out of a matt so dense, that 
what remains does not fire away much,in 
tlie kiln.'** Here is a tempting thing 
then! to have one’s work unclyinged 
by the fire! And if you could achieve 
this without ^changing the character .of 
the work for the worse, no' doubt this 
method would be a very fine thing. But 
let ipe trace it step by step and try to 
describe what happens. 

You have painted your outline and you 
put a very heavy matt over it. 

Peril No. i,—If your matt is ^ dense 
that it will not fire off, it must very nearly 
approach the point “of density at which it 
will fry. How then about the portions 
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pf it which i^ve i^een painted on, #s I The Second 

have saicij Over %nother layer of pigment Punting 

in the ishape of the outline ? Here is a 

datl^er. But eveJi supposing tliati’ 

safe, and fhat you Jiave*just stopped short 

of the danger point. Youf have now 

your dense, rich, bro^ matt, with the 

outline just showing through il* Proceed 

to model it with the needle. The first 

stroke will really frighten you; for a 

flash of silver light will spring along after 

the point of the needle, so dazzling in 

contrast to the extreme dark of the matt 

that it looks as if the plate had been cut 

in two, while the matt beside it becomes 

pifch-black by contrast. Well, jrpu go on^ 

and’'by putting more strokes, and reducing 

the surrounding darkness generally, you 

get the drawing to look grey—but you 

gef it to look like a grey fen-drawing or 

etching, not like a painting at all. We 

will suppose that this seems to you no 

disadvantage (though I must say, at flnce, 

that I think it a very great one); ^ut 

now you come to the deep shadows; and 

these, I need hardly say, cut themselves 

out, more than ever, like dhrk patches or 

blots, in the manner • already spoken of. 

You try pricking it with the brush I have 
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The Second deso-ibed for that ojjerati^n, and it, will 
Painting jjot do it; then you re^rt to th*e needle 
itself, and you aje startled at the little, 
hard, glittering specks that come jumping 
out of the black shadow at each touch. 
You get a* finer needle, and then you 
sharpen even that hone; and 

perhaps thm.^by pricking gingerly round 
the edges of* the shadows, you may get 
the drawing and modelling to melt 
together fairly well. But beware! for 
if there is one dot of light too many, 
the expression of the head goes to the 
winds. Let us say that such a thing 
occurs; you have pricked one pinhole 
too maik/ round the corner of the 
mouth. 

What can you do ? 

You take your tracing-brush and,try to 
mend it with a touch of pigment; and 
so on, and so on; till you timidly 
say (feeling as if you had been walking 
among egg-shells for the last hour), 
“ Y^cll, I think it will do, and I daren’t 
touch it any more.” And'supposing by 
these means you get a head that looks 
really what you wanted; the work is all 
what glass-painters‘Call “rotten”; liable 
to flake off at the least touch; isolated 
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J)its,of thick\crus1^ cut sheer out from The Second 
each other, withVlear glass between. Painting 

In short, the thing is a niggling and 
bollhing sort of procass to ihy# mind, 
and I hope that l^e above description is 
sufficiently life-like to show that I have 
really given it a good J:rial myself—with, 
as a result, the conclusipne certainly 
strongly borne hohie to me, that the 
delight of having one’s* work unchanged 
by the fire is too dearly purchased at 
the cost of it. 

How to get the greatest degree of Strength 
into your Painting without Danger, —Short 
of using a needle then, and a matt that 
will only yield to that instrumen/, I would 
ad^ite, if you want the work strong, that 
you should paint the matt so that it will 
just yield, and only just, and that with 
difficulty, to the scrub; and, before you 
use this tool, just pass the finger, lightly, 
backwards and forwards over the matted 
surface. This will take out a.shimmer 
of light here and there, according to ^he 
inequalities of the texture in the glass 
itself; the first touches of the scrub will 
not then look so startling and hard as if 
taken out of the dead, even matt; and 
also this rubbing of the finger across the 
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The Second surface seems to mak^the lAatt yi^ld more 
Peintmg easily to the tool. The dust remaining 
on the surface perhaps helps this; any¬ 
how, this" is as far as ^ou can,go on'the 
side of strength m the work. You can 
of course “back” thp work, that is, paint 
on the back as we^l as the front—a mere 
film at the- bpck; but this is a method of 
a rather doubtful nature. The pigment on 
the back does not fire equally well with 
that on the front, and when the window 
is in its place, that side will be, you must 
bear in mind, exposed to the weather. 

I have spoken incidentally of rubbing 
the glass with the finger as a part of 
painting jr'but the practice can be carried 
further and used more generally ,than I 
have yet said: the little “ pits ” and 
markings on, the surface of the. glass, 
which I mentioned when I spoke of the 
“ right and wrong sides " of the material, 
can ^ be drawn into the service of the 
window sometimes with very happy effect. 
B%ng treated with matt and then rubbed 
with the finger, they often 'produce very 
charming varieties of texture on the glass, 
which the painter will find many ways of 
making useful. 

Of the Second Painting of Glass after it has 
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\beett Fired .—§o farjpe have only spohen of 
the appearance ^ work after its first fire, 
and its influence upon choice of method 
fof first painting there is of*c(^rse the 

resource ‘which i| the* proper subject of 
this chapter, namely, the second painting. 

Very small work* cap be done with one 
fire; but only very skilful painters can 
get work, on arty large scale, strong 
enough for one fire to serve, and that 
only with the use of backing. Of course 
if very faint tones of shadow satisfy you, 
the work can be done with one fire; but 
if it is well fired it must almost of 
necessity be pale. Some people like it 
sd—it is a matter of taste, and»*there csih 
be'iio pronouncement made about it; but 
if yoft wish your work to look strong in 
light and shade—stronger than one paint¬ 
ing will make it—I advise you, when the 
work comes back from the fire and is 
waxed up for the second time (which, in 
any case, it assuredly should be, ir only 
for your judgment upon it), to proceed 
as follows. • 

First, with a tracing-brush, go over all 
the lines and outlined shadows that seem 
too weak, and then, .when these touches 
are quite dry, pass a thin matt over the 
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The Second whot;, and with stippling-brushes ot 
Painting various sizes, stipple it nearly all away 
while wet. You will only have, about 
five miputes in ^hich to deal with any 
one piece of glass in this way, ahd in the 
fase of a heed, for example, it needs a skil¬ 
ful hand to complete it in that short space 
of time. TJ’he best plan is to make several 
“shots” at it*; if you do not hit the mark 
the first time, yog may the second or the 
third. I said “ stipple it nearly all away ”; 
but the amount left must be a matter of 
taste; nevertheless, you must note that 
if you do not remove enough to make 
the work look “silvery,” it is in danger 
of looking, “ muddy.” All the ordinary 
resources of the painter’s art may be 
brought in here: retouching into thb half¬ 
dry second matt, dabbing with the finger 
—in short, all that might be, done if the 
thing were a water-colour or an oil- 
painting ; but it is quite useless to attempt 
to describe these deftnesses of hand in 
words: you may use any and every method 
of modifying the light and shade that 
occurs to you. 
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CHAPTER IX 



Of Staining (nd Aciding—Yejibw Stain—hiding— 

Caution required i| Uae—Remedy for Burning 
—Uiei of Aeidine—Other Reiowcei of Stained- 
Glaii Work. 

Yellow stain, or silver stain*as*some call Of Stain- 
it, is made in various ways from silver— a®?”'* 

chloride, sulphate, and nitrate, I under- ° 
stand, are all used. The stain is laid on 
exactly like the pigment, but at the back 
of the glass. It does not work very 
smoothly, and some painters like to mix 
it with Venice turpentine instead of wate» 
to got rid of this defect; whichever you 
use, keep a separate set of tools and a 
separate palette for it, and always keep 
them clean and the stain fresh mixed. 

Also you should not fire it with so strong 
a heat, and therefore, of course, you should 
never fire pigment and stain in the same 
batch in the kiln; otherwise the stain 
will probably .go much hotter in coldlir 
than you wish, or will get muddy, or will 
“metal” as painters call it^that is, get 
a horny, burnt-sienna .look instead of a 
clear yellow. 
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^ow to Etch the Flash off a Flashed Glass 
with Acid .—There is'‘oniy one more pro¬ 
cess, having to ia with painting, which I 
shall ^ercribe, and that^is “aciding.” .. By 
this process you can etch the flash oflF the 
flashed glasses where you like. The process 
is the same as etching—you “ stop-out ” 
the parts ^that you wish to remain, just as 
in etching;' but instead of putting the 
stopping material over the whole oit of 
glass and then scratching it off, as you do 
in copper-plate etching, it is better for the 
most part to paint the stopping on where 
you want it, and this is conveniently done 
with Brunswick black, thinned down with 
«turpcntipf; if you add a little red lead to 
it, it does no harm. You then treat it to* 
a bath of fluoric acid diluted with water 
and placed in a leaden pan; of, if it is 
only a touch‘ you want, you can get it off 
with a mop of cotton-wool on a stick, 
dipped in the undiluted acid; but be care¬ 
ful'of the fumes, for they are very acrid 
and disagreeable to the eyes and nose; 
take care also not to get the acid on your 
finger-ends or nails, especially into cuts ch- 
sore places. ‘For protection, india-rubber 
finger-stalls for finger and thumb are very 
good, and you can get these at any shop 



where photographic giaterials are sold. * If 
you do get any*of the acid on to your 
hands or into a cut, wash them with 
dilu!ed carbonate of soda or° diluted 
ammonia. The a^d must be kept in a 
gutta-percha bottle. ^ • 

When the adding is done, as far as you 
want it, the glass must b<^ thoroughly 
rinsed in several wafers; do not leave any 
acid remaining, or it wiM continue to act 
upon the glass. You must also be careful 
not to use this process in the neighbour¬ 
hood of any painted work, or, in short, in 
the neighbourhood of any glass that is of 
consequence, the fumes from the acid 
.actfng very strongly and very^rapidlyT 
This process, of course,‘may be used in 
many ways: you can, by it, acid out a 
diaper pattern, red upon whitj, white upon 
red; and blue may be treated in the same 
fashion; the white lights upon steel 
armour, for instance, may be obtained in 
this way with very telling effect, getting 
indeed the beautiful combination of steijy 
blue with war!n brown which we admire 
so in Burne-Jones cartoons,; for the 
brown of the pigment will not show 
warm on the blue, but •will do so directly 
it passes on to the white of the added 
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OfSuin- part's. This is the last ^process I need 
ingaod describe; the many little special refine- 
Aciding jjg gQ^ jjy playing games with 

the lead»lines; by thitkening and thin¬ 
ning tnem; by doubling glass, td get depth 
and intensity, or to blend new tints;— 
these and such lil(|e aVe the things that any 
artist who^does his own work and practises 
his own crafl can find* out, and ought to 
find out, and is, bound to find out, for 
himself—they are the legitimate reward 
of the hand and heart labour spent, 
as a craftsman spends them, upon the 
material. Suffice it to say that in spite 
of the great skill which has been em- 
Tjloyed vpon stained-glass, ancient knd 
modern, and <employcd in enormous 
amount; and in spite of the grdat and 
beautiful results achieved; we may yet 
look upon stained-glass as an art in which 
there are still new provinces to explore— 
walking upon the old paths, guided by 
the‘ old landmarks, but gathering new 
flgwers by the way. 

We must now, then, turn our attention 
to the mechanical processes by which the 
stained-glass Window is finished off. 
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chapter X 

*• • ® ^ 
Leading-Up,and Fixing—Seating out the £ench— 

Relation of Leading to mode of Fixing in the 
Stone—Procesa of Fixing—Leading-Up Resumed 
—Straightening the l.ead—The “ Lathykin ” 
— The Cutting-Knife — The Naili — The 
Stopping-Knife—Knocking Up* * 

You first place your cut'line, face upward, 
upon the bench, and pin it down there. 
You next cut two “straight-edges” of 
wood, one to go along the base line of the 
section you mean to lead up, and the other 
alqjng the ade that lies next to you on the 
bench as you stand at work for you 
always work from one side, as you will soon 
see. And it is important that you should 
get. these straight-edges at aa true right 
angle, testing them carefully with the set- 
square. Fig. 46 represents a bench set 
out for leading-up. , 

You must now build the glass together, 
as a child puts together his puzzle-map, 
one bit at a time, working from the base 
corner that is opposite your,left hand. 

But first of all you must place a strip 
of extra wide and flalf lead close against 
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Leading- each of your straight-edges, so that the 
Up and cOTe^bf the lead corresf)onds,with the put-' 
Fi»ng IJng of your work. 

It will be right here to explain what 



Fic. 46. 


relation the extreme outside measurement 
of your work Should bear to the daylight 
sizes of the openings that it has to fill, 
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'I think we may say that, whatever| the 
mouldings”*may ie on the stone, there 
is always a flat pibce at exact right angles 
to ‘the face or rthe wall in ^hich the 
window stands, and it is in this flht piece 
that the groove is*cut to receive the glass 


(flg. 47 ). • 

Now, as the glazed light has to fill 
the daylight opening, there ntust obviously 
be a piece beyond the ‘^daylight ” size to 



Fio. 47. 

go into the stone. By slipping the glazed 
light in sideways, and even, in large lights, 
by bending it slightly into a bow, you can 
just get into the stone a light an inch, or 
nearly so, wider than the opening; tut 
the best way is to use an extra wide lead 
on the outside of your light, and bend 
back the outside leaf pf it both front and 
back so that they stand at right angles 
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Fixing 


to surface of the glass (fig. 48). B]f 
this means you can rdlucjs the siie oF the 
panel by almost i of 'an inch on each 
side; yo^ can push the, panel then, with¬ 
out either bending or slanting* it much, 
up to its groove; and, putting one side 
as far as it will go into the groove, you 
can bend back &ain into their former 


place the 'two leaves cf the lead on the 

t opposite side; and when you 
have (Tone that slide them as 
far as they will go into their 
groove, and do the same by 
the opposite pair. You will 
then have the panel in its 
ip I ^groove, with about J of •an 

Fio. 48, ' ^ i of an 

inch of lead showing. ‘Some 
people fancy an objection to this; per¬ 
haps in very small windows it might 
look better to have the glass “flush” 


with the stone; but for myself I like 
to see a little showing of that outside 
lead, on to which so many of the leads 
th* cross the glass are fastened. Any¬ 
way you must bear the circumstance in 
mind in fixing* down your straight-edges 
to start glazing ^he work; and that 
is why I have made this digression by 
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'mentioning' now something that pro|)erly Leading* 
'belong^to fixmg. * Up^ 

Now before beginning to glaze you must ^““8 
stretch and strai^ten the lead; and this is 
done as follows (^. 49— Frontisphee). 

Hold the “ calm ” of lead ,in your left ^ 
hand, and run the®fin^er and thumb of 
your right hand down the le^ so as to 
get the core all cue way alid not at all 
twisted: then, holding one end firmly 
under your right foot, take tight hold 
of the other end with your pliers, and 
pull with nearly all your force in the 
direction of your right shoulder. Take 
care not to pull in the direction of your 
fate; for if you do, and the le^d breales, 
you will break some of your features also. 

It is “very important to be careful that 
the lead is truly straight and not askew, 
otherwise, i^hen you use it m leading, the 
glass will never keep flat. The next 
operation is to open the lead with a piece 
of hard wood, such as boxwood or li^um- 
vita (fig. jo), made to your fancy for 
the purpose,.but something like the 8ia- 
eram, which glaziers call a “lathykin” 

(as I understand it). Fhr cutting the 
lead you must have a. thin knife of good 
steel. Some use an old dinner-knife, 
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'some a palette-knife cut down—^ther 
'square kcross the lilade or at an angle—^it 
is a matter of talte (fig. 51). 

Having bid down your leads A and 
B (fig. ya), put in the corner ^iece of 
glass (No. i); two of its sides will then 
Be covered, leaving*one uncovered. Take* 



Fig. 52. j 


a strip of‘lead and bend it round the 
uncovered edge, and cut it off at D, so 
that the end fits close and true against 
the core of lead A. And you must take 
notice to cvy; with a perfectly ‘uerdca^cut, 
otherwise one side will fit close and the 
other will leave a gap. 

lo fig. S3 A represents a good joint 
B a bad one. Bencf it round and cut it 






Ltiding- ofF similarly at E. Common sense will 
Up^ tell you that you rtius^ get the angle 

correct by marking it T^ith a slight in¬ 
cision of tjhe knife in its place before you 
take it on to the bench for the final cut. 

Slip it in, and push it’in nice and tight, 
and put in piece No. i. 

But now look at your cut-line. Do 
you see that the inner , edges of pieces 2, 
3, and 4 all run in a fairly smooth curve, 
along which a continuous piece of lead will 



Now don’t forget! the long lead has to come 
along the inside edges of all three; so the 
leaf of it will overlap those three edges 
nearly J of an inch (supposing you are 
using lead of i inch dimension). You 
muM therefore cut the two little bits we 
are now busy upon J of an inch short of the 
top edge of the glass (fig. 54), for the inside 
leads only meet each ^ other; it is only the 
outside lead that overlaps. 
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How the Loose Glass is held in its lace Le 

'while Leading.-xH^As is done with nails Up^d 

Fixing 


Kig. 54. 

driven into the glazing table, close up 
against the edge of the lead; and the best 
of all for the purpose are bootmakers’ 
“lasting nails”; therefore no more need 
be said about the matter; “ye 
no ether” (fig. 55). , 

And you tap them in with two 
or three sharp taps; not of a 
hammer, for you do not vfant to 
waste time taking up a fresh tool, 
but with the end of your lead¬ 
ing-knife which is called a “ stop¬ 
ping-knife” (fig. 56), and which 
lead-workers generally make for 
themselves out of an oyster-knife, 
by bending the blade t» a convenient • 
working angle for manipulating the lead, 
and graving out lines in the lower part 
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*of the handle, into which they run s^der, Leidini- 
*terlhin»ting it i|j a%olid lump at the Dutt- Up and 
end which forn® an excellent substitute ^'*“8 
fo( a hapmer. 

Now as soon as you have gottthe bits 
I, 2, 3, 4 in theit places, wi^ the leads 
F, G and H, I bstween them, you can 
take out the nails along the line K, F, H, 

M, one by one as you come to them, 
starting from K ; and put along that line 
one lead enclosing the whole lot, replacing 
the nails outside it to keep all &m as 
you work; and you must note that you 
should look out for opportunities to do 
this always, whenever there is a long line 
of the cut-line without any abr^t corners 
in it. You will thus save Jl^rself the 
cutting (and afterwards the soldering) 
of unnecessary joints; for it is always 
good to save labour where you can 
without harm to the work; and in this 
case the work is all the better for it. 

Now, when you have thus continued 
the leading all the way across the panel, 
put on the qther outside lead, and so \fork 
on to a finish. 

When the opposite, outside lead is put 
on, remove the nails and take anotho’ 
straight-edge and put it agunst the lead, 
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Leading* and\ “knock it up” by hitting thtf 
Up ^ straight-edge until ^ou, get if to‘ the 
exact size; at tljfi sa'me time taking 
your set-square and testing the corners 
to see that all is'at right angles. 

Leave nqw the panel in its place, with 
the straight-edges stSll enclosing it, and 
solder off ^he joints. 

CHAPTER XI 

Soldering—Handling the Leaded Panel—Cementing 
—Recipe for Cement—The Bruah—Diviiion 
of Long Lights into Sections—How Joined 
when Fixed—Banding—Fixing—Chipping out 
the Old Glazing—Inserting the l4w pod 
Cemend^- 

. * 

Soldering If the leads have got tamishti you 
may brush them over with the wire 
brush (fig. ^7), which glaziers call- a 
“ scratch-card ” ; but this is a wretched 
business and need nevet be resorted to 
if you work with good lead and work 
“fresh and fresh,” and finish as you go, 
nof letting the work lie about and get 
stale. Take an old-fashioned tallow 
“dip” candlef and put a little" patch 
of the grease overreach joint, either by 
rubbing the candle itself on it, ot by 
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\nelting some of in a saucepanfand 
appfying it with a brush. Then take 
your soldering-iA)n (fig. 58) and get it 
to *he proper he*, which you njust learn 
by practioe, and proceed to “ tin*’ it by 
rubbing it on a sfieet of tin ^ith a little 
solder on it, and ^so some resin and a 
little glass-dust, until the “biti’ (which is 
of copper) has a bright tin Tace. Then, 



holding the stick of solder in the left 
hand, put the end of it dowti close to the 
joint you wish to solder, and put the end 
of the iron against it, “biting off” as it 
were, but really melting off, a littla bit, 
which will form a liquid drop upon the 
joint. Sprejd this drop so as to sltal 
up the joint nice and smooth and even, 
and the thing is done. Repeat with all 
the joints; then turn^ the panel over and 
do the opposite side. 
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Hov^ to Handle Leaded 
Lights .—said “ turn the 
panel o^er.” But that 
brings to mind a caurion 
thdt yop need about the 
handling of leaded lights. 
You must not—^as I once 
saw a man do—start to 
hold tnem as a waiter 
does a tray. You must 
note that thin glass in the 
sheet and also leaded 
lights, especially before 
cementing, are not rigid, 
and cannot be handled as 
if they were panels of 
wood; you must take 
care, when carrying them, 
or when they lean against 
the wall, to keep them' as 
nearly upright as they 
will safely stand, and the 
inside one leaning against 
a board, and not bearing 
its own weight And in 
laying them on the bench 
or in lifting them* off it, 
you’must ^t place them 
so that the middle line of 




*thegi corresppnds jvith the edge of the Soldering 
bench, or table,* and then turn them on 
that as an axis, tjuickly, so that they do 
nof bear their (!iwn weight longer than 
necessary‘(figs. 59,and 6o). * 

How to Cement a Leaded Light .—The 
next process is tfie cementing of the 
light so as to fill up the groaves of the 
lead and make all weather-proof. This 
is done with a mixture composed as 
follows:—Whitening, | to plaster of Paris 
i ; add a mixture of equal quantities of 
boiled linseed-oil and spirit of turpentine 
to make a paste about as thick as treacle. 

Add a little red lead to help to harden 
it,‘some patent dryer to causes it to dfy, 
and lamp-black to colour. 

This must be put in plenty on to the 
surface of the panel and t>ell scrubbed 
info the joints with a hard fibre brush; 
an ordinary coarse “ grass brush ” or 
“ bass brush,” with wooden back, as sold 
for scrubbing brushes at the oil shops, 
used in all directions so as to rub jhe 
stuff into every joint. 

But you must note that if you have 
“ plated ” (t.e. doubled) any of the glass 
you must, before cementing, putty those 
places. Otherwise the cement may pro- 
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Sdderiag babl^^run in between ^e tw;o, producing 
blotches which you have no mdans' of 
reaching in order to remdve them. 



Fig. 59. 


You can, if Jou like, clean awayall the 
cement along the edges of the leads; but 
it is quite easy to be too precise and neat 
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in the ^matter and# make the workflook SoUetog 



hard. If you do it, a blunted awl will 
serve your turn. • 

One had better mention everything, 

H9 
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and Vherefore I will f here , say that^ of 
course, a large light mr.st be made in 
sections; and these shduld not exceed 
four feet in height, and Itss is better. ‘In 
fixing these in their .place when the 
_ window is put up (an extra wide flat 
lead being used a( the top and bottom 
of each fcction), they are made to 
overlap; and if you 
wish the whole 
drainage of the 
window to pass in¬ 
to the building, of 
course you will put 
your section thus— 
(fig. 61 a); while *if 
you wish the work 
Fig. 6ib. weather-tight 

\ you will place it 
thus—(fig. 61 b). It is just as well to make 
every question clear if one can, and there¬ 
fore I mention this. Ntost people like 
their ' windows weather-tight, and, of 
couise, will make the overlapping lead the 
top one; but it’s a free country, and I 
don’t pretend to dictate, content if I make 
the situation clSar to you, leaving you to 
deal with it according to your own fancy. 
All is now done except the banding. 
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Fig. 61 a. 



How to Band a leaded Light .—Baifcing Soldering 
'meins the puttj^g'on of the little ties of 
copper wire by Thich the window has to 
be Aeld to the i»'on crossbars that keep it 
in its place. These ties are simply short 
lengths of copper wire, generally about 
four inches long, Uut varying, of course,* 
with the size of the bar that y^ou mean to 
use; and these are«to be soldfered vertically 
(fig. 62) on to the face^of the light at any 
convenient places along the line where the 
bar will cross. In fixing the window, these 
wires are to be pulled tight round the bar 
and twisted up with pliers, and the twisted 
end knocked down flat and neat against 
the bar. , • 

And this is the very, last operation in 
the making of a stained-glass window. 

It now only remains to iijptruct you as 
to-what relates to the fixing of it in its 
place. 

How to Fix a Window in its Place .—There 
is, almost always, a groove in the stone¬ 
work to receive the glass; and, except in 
the case of an unfinished building, this is, 
of course, occupied by some form of plain 
glazing. You must remove<his by chipping 
out with a small masqp’s chisel the cement 
with which it is fixed in the groove, and 
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iintwist^the oopper| bands trom the bars 
and put your oWn glass in its place, re¬ 
fixing the bars (or new ones) in the places 
you*have determined onto suit yeur design 
and to sujjport the gla^, and fixing your 
glass to them in tjje way described, and 
pointing the whole with good cement. 
The method of inserting t^e*new glass 
is described at p. 135. 

But that it is good for a man to feel the 
satisfaction of knowing his craft thoroughly 
there would be no need to go into this, 
which, after all, is partly masons’ work. 
But I, for my part, cannot understand the 
spirit of an artist who applies his art to a 
craft purpose and has not, at least, a strolig 
wisK to know all that peftains to it. 

/ 
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CHAlTER XII 

lutrodoctory—The Great Queitioos—Colour—Light 
—Architectural F itnesi—Limitationi—Thought 
—Imagination—Allegorf. 

Intro- Tke foregoing has been written as a hahd- 
uctory book to use at the bench, and therefore I 
have tried to keep myself strictly to de¬ 
scribing the k-tual processes and the ordi¬ 
nary practice and routine of stained-glass 
work. 

But can we leave the Subject here ? 

If‘we were speaking of even the smallest 
of the minor arts and crafts, we should 
wiSh to say something of why they are 
practised and how they should be practised, 
of the principles that guide them; of the 
spirit in which they should be undertaken, 
of the place they occupy in human affairs 
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ahd in our life.on eai|h. How mucn more Intro- 
tfien In aft Art likf this, which soars to the 
highest themes, which dares to treat, which 
is reJjuired to trelt, of .things Heavenly 
and Earthly, of thg lawS of God, ind of 
the nature, duty, and destinies of man; 
and not only so, but myst treat of these 
things in connection with, and imsubservi- 
ence to, the great 4 nd dominant Art of 
Architecture ? . 

We must not shrink, then, from saying 
all that is in our mind: we must ask our¬ 
selves the great questions of all art. We 
must investigate the How of them, and 
even face the Why. 

Therefore here (however har^Joit be «> 
do it)«omething must be said of such great 
general principles as those of colour, of 
light, of architectural fitness^’ of limita- 
tion%, of thought and imagination and 
allegory; for all these things belong to 
stained-glass work,'‘and it is the right or 
wrong use of these high things that mdkes 
windows to be good or to be bad. ^ 

Let us, dear student, take the Amplest 
things first, not because they are the 
easiest (though they perhap'i are so), but 
because they will gradually, I hope, warm 
up our wits to the point of considering 
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Intro- these matters, and sc| prepare the way for 
dnctwy ^hat is hardest of all. < 

And I think a gooi subject to begin 
with is that of Economy generally, taking 
into consideration both time and materials. 


CHAPTER XIII 

Of Economy—The ^ngluhman’i Waitefulneea—Itt 
Good Side—Its Excess—Difficulties—A Calcu¬ 
lation—Remedies. 

Of Those who know work in various countries 
Economy surely have arrived at the conclusion 

that the*Englishman is the most wasteful 
being on the fact of the globe! only 
thinks of getting through the work, or 
whatever it may be, that he has purposed 
to himself, attaining the end immediately 
in view in the speediest manner possible 
without regard to anything else, lavish of 
him'self and of the stuff he works with. 
TJ^he picture drawn by Robert Louis 
Stevenson in “Treasure Islknd” of John 
Silver and his jpirates, when about to start on 
their expedition, throwing the remainder 
of their breakfast on the bivouac fire, care¬ 
less whence fresh supplies might qome, is 
156 



* English all oyer.” | This is the character Of 
of the Ace. has its good side, this Economy 
grand disdain—iti wins Battles, Victoria 
Crosses, Human# Society’s medals, and 
other things wel^, worth the winning; 
brings into port many a ship .that would 
else be lost or abandoned, and, year in, year 
out, sends to sea the lifeboats oa our rest¬ 
less line of coast. It would be something 
precious indeed that wcadd be worth the 
loss of it; but there is a medium in all 
things, and when a master sees—as one now 
at rest once told me he often had seen—a 
cutter draw his diamond down a bit of the 
margin out of which he had just cut his 
piece, in order to make it small jMiough to 
thro\^ away, without being ashamed, under 
the bench, he must sometimes, I should 
think, wish the man were limployed on 
soiite warlike pr adventurous trade, and that 
he had a Hollander or Italian in his place, 
who would make'a whole window out of 
what the other casts away. 

At the same time, it must be confessed 
that this is a* very difficult matter to ar¬ 
range ; and it is only fair to the workman 
to admit that under existing conditions of 
work and demand, and •even in many cases 
of the buildings in which the work is done, 
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Of the way does not se^m clear to have thp 
Economy whole of what might be wished in this 
matter. 1 will point <!fut the difficulties 
against it ^ * 

Firsi, unless some system cduld be in¬ 
vented by which the ^mount of glass issued 
to any workman oould be compared easily 
and simply yith the area of glazed work 
cut from it, the workman has no induce¬ 
ment to economise; for, no record being 
kept of the glass saved, he knows that he 
will get no credit by saving, while the 
extra time that he spends on economy 
will make him seem a slower workman, 
and so he would be blamed. 

‘Then,*ugain, it is impossible to see* the 
colour of glass ^ it lies on the bench; he 
has little choice but to cut each piece out 
of the large' sheet; for if he got a clutter 
of small bits round him till, he happened 
to want a small bit, he would never be 
able to get on. 

There is no use, observe, in niggling 
ai}d cheese-paring. There should be a 
just balance made between the re¬ 
spective values of the man’s time and 
the material on which it is spent; and to 
this end I now give some calculations 
to show these—calculations rather start- 
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lingj considered in ||:he light of what one Of 
knows \)f the ^ ordinary practices and Economy 
methods. i 

The antique glasses used in stained- 
glass work vary in price from is.* a foot 
to 5s., the weight jper foot being about 
32 oz. 

The wage of the workmen who have to 
deal with this costly material varies from 
8d. to IS. per hour. 

The price of the same glass thrown 
under the bench, and known as “ cullet,” 
is ;£i per TON. 

Let us now do a little simple arith¬ 
metic, which, besides its lesson to the 
workers, may, I think, come as a revela¬ 
tion >sven to some employers whj, content 
with getting work done quickly, may 
have hardly realised the price‘paid for that 
privilege. 

I ton = 20 cwt. 

* A 

80 qri. 

X2^ 

640 

3202.-2 lb., 160 

therefore 4 - 2)224olbi. • 

1120- number of square feet 
in a ton. 


159 



Of 'The worth of this at, is. a foot (whites) 
Economy jg._ 

+ 20 )lI 10 (jf 5 f. PEK TON. 

100 

lio 

120 

At 2s. 6a. per foot (the best of pot- 
metal blues, and rUbies generally):— 

S6 , 

56 

• 28 

2} times J6-14O j£i40 per ton. 

At 5 s. a foot (gold-pink, and pale pink, 
Venetian, and choice glasses generally) : — 

56 

- ^ -i 

**• * 4^280 PER TON. 

Therefore these glasses are worth re¬ 
spectively—^6 times, 140 times, and 280 
times as much upon the bench as they are 
when thrown below it! And yet I ask 
you—employer or empldyed—is it not the 
case that, often—shall we not say “ gene¬ 
rally ” ?—in any given job as much goes 
beiow as remains above if the work is in 
fairly small pieces.? Is not the accom¬ 
panying diagram a fair illustratibn (fig. 
63) of about the average relation of the 
shape cut to its margin of waste ? 
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Employers «tima|e tnis waste variously. Of 
. have heard it ^placed as high as two- Economy 
thirds; that is to ^ay, that the glass, when 
leaded up, otily nJeasured one-third of the 
material used, or, if other words, Aat the 

workman had wasted twice as much as he 

_ « 



Fio. 63. 


used. This, I admit, was told me in m*y 
character as customer, and by way of ex¬ 
plaining what I considered “a high charge 
for work; but I supposp that no one with 
experience of stained-glass work would be 




Of disposed to place th«/ amount of waste 
Ecooomy lower than one-half. ' . ■ • 

Now a good cutter j^ill take between 
two and three hours to cut a square foot 
of avertge stained^glass work, fairly simple 
and large in scale; thaf is to say, suppos¬ 
ing his pay one shilliitg an hour—which is 
about the,top price—the material he deals 
with is about the same value as his time 
if he is using the cheapest glasses only. If 
this then is the case when the highest- 
priced labour is dealing only with the 
lowest-priced material, we may assume it 
as the general rule for stained-glass cutting, 
on the average, that “ labour is less costly than 
thr^fnateiyal on which it is spent," and I 
would cS’.e'n say ,fnuch less costly. ^ 

But it is not to be supposed that the 
little more 'care in avoiding waste which 
I am advocating would reduce his speed 
of work more than would be represented 
by twopence or threepence an hour. 

But 1 fear that all suggestions as to 
mitigating this state of things are of little 
uhe. The remedy is to p]ay into each 
other’s hands by becoming, all of us, 
complete, alWound craftsmen; -breaking 
down all the unnatural and harmful 
barriers that exist between “artists” and 
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^‘workmen,” and ^ fitting ourselves to Of 
take* an* intelligent interest in both the Economy 
artistic and economic side of our work. 

"She possibility of tl\is all depends on 
the perstyial relations -and persohal in¬ 
fluence in any particular shop—and em¬ 
ployers and employed, must worry the 
question out between them. I vn content 
with pointing out riie facts. * 


CHAPTER XIV 

Of Perfection—In Little Things—Cleanliness— 
Alertness—But not Hurry—Realising your Con¬ 
ditions—False Lead-Lines—Shutting out Light 
, —Bars—Their Number—Their Importang*— 
Precedence—Observing your Liftftgii^S—A 
Result of Complete Training—?ne Special 
Limitations of Stained-Glass—^isguising the 
Lead-Line — No full Realism — No violent 
.Action—Self-Effacement—No Craft-Jugglery— 
Architectural Fitness founded on Architectural 
Knowledge—Seeing Work in Sihi —Sketching 
in Glass—The h^stic Use of the Lead— 
Stepping Back—Accepting Bars and Leads— 
Loving Care—White Spaces to be Interesting— 
Bringing out the “Quality” of the Glasw - 
Spotting arid Dappling—“ Biulders-Glazing ” 
vtrtus Modern Restoring. 


The second question of principle that I Of Per- 

would dwell upon is that of perfection. 
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Of Per- Every operation in/ the ^rts should be 
fection perfect. It has to be go in most arts, 
from violin-playing to J circus-riding, be¬ 
fore the grtist dare malce his bow td the 
public, t 

Placing on one s^e the question of 
the higher grades of art which depend 
upon speoial talent or genius—the great 
qualities of imagination, composition, form 
and colour, which belong to mastership— 
I would now, in this book, intended for 
students, dwell upon those minor things, 
the doing of which well or ill depends 
only upon good-will, patience, and in¬ 
dustry. 

onp can wash a brush clean; any 
one can'^l'eep the colour on his pilette 
neat; can gjind it all up each time it is 
used; can cover it over with a basin or 
saucer when his work is oyer; and yet 
these things are often neglected, though 
80 easy to do. The p’ainter will neglect 
to wash out his brush; and it will be 
clogged with pigment and gum, get dry, 
and stick to the palette, and the points 
of the hair will tear and break when it 
is removed a^ain by the same' careless 
hand that left it there. 

Another will leave portions of his 
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•colour, caked and^dry, at the edges of 
Tiis palette for weeks, till all is stale; and 
then, when the jSpirit moves him, will 
some day work 'nthis ii\, full of dirt and 
dust, wi^ the fresher colour. | Every¬ 
thing, everything should be^done well! 
from the highest torgis of painting to 
tying up a parcel or washing o^t a brush; 
—all tools should be clean'" at all times, 
the handles as well as ^^the hair—there is 
no excuse for the reverse; and if your tools 
are dirty, it is by the same defect of your 
character that will make you slovenly in 
your work. Painting does not demand the 
same actual swiftness as some other arts; 
nevertheless each touch that^^yoii' fiace 
upon the glass, though it' be de¬ 
liberate, should be deft athletic, perfect 
in itself; the nerves braced, the attention 
keen, and the powers of soul and body as 
much on the alert as they would need to 
be in violin-playihg, fencing, or dissecting. 

This is not to advocate hurry. That is 
another matter altogether, for which also 
there is no excuse. Never hurry, or aslf an 
assistant to hurry. Windows are delayed, 
even promises broken (though that can 
scarce be defended), there may be “ ire in 
celestial minds ”; but that is all forgotten 


Of Per¬ 
fection 



Of Per- when we are dead; alid we^soon shal] be^ 
fection the window. 

Another thing to note, wnicn applies 
generally ,throughout all practice, is‘the 
wisdom'of getting as rviar as you can to 
your conditions. F<jr instance, the bits 
of glass in a window are separated by lead¬ 
lines; pitsh-black, therefore, against the 
light of day outside. Now, when waxed 
up on the plate in< the shop for painting, 
these will be separated by thin cracks of 
light, and in this condition they are 
usually painted. Can’t you do better 
than that.^ Don’t you think it’s worth 
while spending half-an-hour to paint false 
lea{Wifles*on the back of the plate A 
ha’p’ortff\^ lamp-black from the oil-Slfiop, 
with a little ^vater and treacle and a long¬ 
haired brush, like a coach-painter’s, will do 
it for you (see Plate XIII.). . 

Another thing: when the window is 
in its place, each light will be surrounded 
with stone or brick, which, although not 
sOjblack as the lead-lines, will tell as a 
strong dark against the glass.' See there¬ 
fore that while you are painting, your 
glass is surrounded by dark, or at any rate 
not by clear, glittering light. Strips of 
brown paper, pinned down the sides of the 
166 



ligh^t you are,paint!|ig, will get the thing OfPer- 
quite neV to its future conditions. fection 

As you have teen told, the work is 
fix^ in its place oy bar? of iron, and these 
ought by no means to be desyised or 
ignored or disguis^, as if they were a 
troublesome necessityyou must accept • 
fully and willingly the conditions of your 
craft; you must ‘pride yourself upon so 
accepting them, knowing that they are 
the wholesome checks upon your liberty 
and the proper boundaries of the field in 
which you have your appointed work. 

There should, in any light more than a 
foot wide, be bars at every foot through¬ 
out the length of the light ;,,and .Aese 
bars should be J inch, | inch, pr-1 iftish in 
section, according to the ^eighf of the 
work. The question theh arises: Should 
the bars be get out in their places on the 
paper, before you begin to draw the 
cartoon, or should you be perfectly free 
and unfettered in the drawing and then 
make the bars fit in afterwards, by moving 
them up and down as may be needed to 
avoid cutting across the faces, hands, &c. 

I find more difficulty ih answering this 
than any other technical question in this 
book. I do not think it can be answered 
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Of Per- with a hard and fast ‘|Yes” or “ No.” It 
fection depends on the circumstances of'the ‘case'. 
But I incline towards tht side of making 
it the rule to put the'Ciars in first, .and 
adapt ^hf-, composition to thepi. You 
may think this a surpfising view for an 
artist to ta'ke. “Sdrely,” you will say, 
“ that is putting tfie cart before the horse, 
and making < the more important thing 
give way to the less!” But my feeling 
is that reasonable ‘limitations of any kind 
ought never to be considered as hin¬ 
drances in a work of art. They are part 
of the problem, and it is only a spirit 
of dangerous license which will consider 
thejji as bonds, or will find them irksome, 
or wish < 0 * break them through. Stayied- 
glass is n5t an independent art. It is 
an accessor^ to architecture, and any 
limitations imposed by structure and 
architectural propriety or necessity are 
most gravely to be considered and not 
lightly laid on one side. And in this 
connection it must be remembered that 
th» bars cannot be made to go anywhere 
to fit a freely designed composition: they 
must be approximately at certain dis¬ 
tances on account of use; and they must 
3e arranged with regard to each other in 
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the whole of, the Window on account of Of Per 
appearaifbe. ^ lectioc 

You might indeed find that, in any 
sin^e light, it is quit? easy tp arrange 
them at proper a(jd serviceable distances, 
without cutting acrrjss the heads or hands 
of the figures; but it ,is ten chances to 
one that you can get them to do so, and 
still be level with lach other, throughout 
a number of lights side iiy side. 

The best plan, I think, is to set them 
out on the side of the cartoon-paper be¬ 
fore you begin, but not so as to notice 
them; then first roughly strike out the 
position your most important groups or 
figflres are to occupy, and, befpre you" go 
on with the serious work of dewing, see 
if the bars cut awkwardly, ^nd, if they 
do, whether a slight shifting of them will 
clear all the important parts; it often 
will, and then all is well; but I do not 
shrink from slightly altering even the 
position of a head or hand, rather'than 
give a laboured look to what ought to^be 
simple and straightforward by “coaxing” 
the bars up and down all over the win¬ 
dow to fit in with the rfumerous heads 
and hands. 

If, by the way, I see fit in any case to 
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Of Per- adopt the other plan,'and make my com7 
feetion position first, placing tht bars afterwards 
to suit it, I never allo^. myself to shift 
them from the level that is convenient 
and reasonable for anything except a head ; 
I prefer evSn that they should cut across 
a hand, for instance, rather than that they 
should be'plyced at ingonvenient intervals 
to avoid it. 

The principle flf observing your limita¬ 
tions is, I do not hesitate to say, the most 
important, and far the most important, 
of all principles guiding' the worker in 
the right practising of any craft. 

The next in importance to it is .the 
ri^t exJfcise of all legitimate freedom 
within th(^e limitations. I place them in 
this order,Vbecause it is better to stop 
short, by nine-tenths, of right liberty, than 
to take one-tenth of wrong 4 icense. But 
by rights the two thiugs should go to- 
getl\er, and, with the requisite skill and 
training to use them, constitute indeed 
tlK whole of the pi'actice of a craft. 

Modern division of labour is much 
against both pf these things, the observ¬ 
ance of which charms us so in the ancient 
Gothic Art of the Middle Ages. 

For, since those days, iJic craft has 
170 



lever l^fen tiught’as a whole. Reader! OfPer- 
:his book cann^ teach it you—no book fection 
:an; but it cai^'make you—and it was 
mtten with the sole • object of making 
^ou —wiih to be taught it, and determine 
:o be taught it, if you intend to practise^ 
itained-glass work at aH. 

Modern staine4-glass wotk Is done by 
lumerous hands, each trained in a special 
(kill—to design, or tfl paint, or to cut, 
ir to glaze, or to fire, or to cement—but 
lone are taught to do all; very few are 
:aught to do more than one or two. How, 

;hen, can any either use rightful liberty 
3r. observe rightful limitations ? They 
io ,jiot know their craft, isfon which 
;hese things depend. And observe how 
:ompletely also these two things depend 
ipon each other. You may be rightly 
free, because you have rightly learnt 
jbedience; you. know your limitations, 
ind, therefore, you may be trusty to 
:hink, and feel, and act for yourself. 

This is what makes old glass, and,in- 
leed all ofd art, so full of life, so full 
Df interest, so full of ^enjoyment — in 
places, and right places, so full even of 
■‘fun.” Do you think the charming 
grotesques that fill up every nook and 



Of Per- corner sometimes in Ihe mjnor detail ot 
fection mediteval glass or carving cotfld ever 
be done by the methcid of a “superior 
person” making a drawing of them,*and 
an infe^fior person laboriously translating 
them in facsimile into^he material ? They 
are what they are, because they were the 
spontaneovs and allowed license and play 
of a craftsman who khew his craft, and 
could be trusted j;o use it wisely, at any 
rate in all minor matters. 

THE LIMITATIONS OF STAINED-GLASS. 

The limitations of stained-glass can 
only be learnt at the bench, ana by years 
of patient^practice and docile service; but 
it may be well to mention some of tlwSm. 

Tou mu^^ot disguise your lead-line. You 
must accept it willingly, as a limitation of 
your craft, and make it contribute to the 
beauty of the whole. 

“But I have a ligh't to do of the 
‘Good Shepherd,’ and I want a land¬ 
scape and sky, and. how ugly lead-lines 
loOTc in a pale-blue sky! ■! get them 
like shapes of cloud, and still it cuts 
the sky up till it looks like ‘random- 
rubble’ masonry.” Therefore large spaces’ 
of pale sky are “taboo,” they will not 
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do for glass^and ;you must modify your 
whole (fctlook, your whole composition, 
to suit what do. If you must have 
skyf it must be uike a Titian sky—deep 
blue, with well-defined masses of /:)oud— 
and you must thro^w to the winds reso¬ 
lutely ail idea of attempting to imitate 
the softness of an English sky > and even 
then it must not be in a lar^e mass: you 
can always break it up with branched- 
work of trees, or with buildings. 

There should be no full realism of any 
kind. 

No violent action must assert itself in a 
window, 

I do not say that there my,st not, in 
any vircumstances, be any violent action— 
the subject may demand it; ^ut, if so, it 
must be so disguised by the craftsmanship 
of the work, or treated so decoratively, 
or so mixed up with the background or 
surroundings, that you do not see a figure 
in violent action starting prominently out 
from the window as you stand in the 
church. But, after all, this is a thiTig 
of artistic sense and discretion, and no 
rules can be formulated. *rhe Parthenon 
frieze is of figures in rapid movement. 
Yet what repose! And in stained-glass 
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Of Per- you must aim at repo|e. Remember,—it 
fecdoD jj an accessory to architecttire; iuid who 
is there that does notf want repose in 
architecture ? Name nfi^ a great building 
which d(}es not .possess it? How the 
architects must turn iA their graves, or, 
if living, shake in thCir shoes, when they 
see the stained-^lass man turned into 
their buil&ings, to dir.play himself and 
spread himself abroad and blow his 
trumpet! 

Efface yourself, my friend; sink your¬ 
self ; illustrate the building; consider its 
lines and lights and shades; enrich it, com¬ 
plete it, make people happier to be in it. 

There must be no craft-jugglery in stained- 
glass. ** j 

The art ^ust set the craft simple prob¬ 
lems ; it must not set tasks that can only 
be accomplished by trickery or by great 
effort, disproportioned to the importance 
of the result. But, indeed, you will 
naturally get the habit of working ac¬ 
cording to this rule, and other reasonable 
ruies, if you yourself work at the bench— 
all lies in that. 

'There must be, nothing out of harmony with 
the architecture. 

And, therefore, you must know some- 
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;hing of architcctv^-e, not in order to 
,mit«te sjie T»brk of the past and try to 
jet your own mijkaken for it, but to learn 
:he [ove and reveVSnee and joy of heart of 
the old builders, so that your spij^it may 
harmonise' with th&s. 

Do not shrink from*the troubk and expense 
if seeing the work in situ* and then, if neces¬ 
sary, removing it for correction and amend¬ 
ment. 

If you have a large window, or a 
series of windows, to do, it is often not 
i very great matter to take a portion 
of one light at least down and try it 
■n its place. I have done it very often, 
ind. I can assure you it is well worth 
while. 

OF MAKING A SKETCH it/ GLASS. 

But there is another thing that may 
help you in this matter, and that is to 
sketch out the colour of your window in 
small pieces of glass—in fact, to make a 
scale-sketch of it in glass. A scale of 
one inch to a foot will do generally, 
but all difficult or doubtful combina¬ 
tions of colour should be sketched larger 
— full size even — before you venture 
to cut. 


Of Per¬ 
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IVork should be kept'Jlat by^ leading. 

One of the main artistic use? of*" the 
leadwork in a window that, if properly 
used, it keeps the work flat and in' one 
plane, allows far n>ore freedom in the 
conduct of your pic^jitC) permitting you 
■ to use a degree of realism and fulness of 
treatment igreater than you could do with¬ 
out it. Work may be done, where this 
limitation is properly accepted and used, 
which would look vulgar without it; and 
on the other hand, the most Byzantine 
rigidity may be made to look vulgar if 
the lead-line is misused. I have seen 
glass of this kind where the work was all 
on one plane, and where the artist had so 
far grasped proper principles as to' use 
thick lead^j. but had curved these leads in 
and out across the folds of the drapery as ij 
they followed its ridges and hollows —the 
thing becoming, with all its good-will tc 
accept limitations, almost more vulgai 
than* the discredited “Munich-glass” ol 
a few years ago, which hated and dis¬ 
guised the lead-lines. 

You must step back to look at your work a: 
often and as far* as you can. 

Respect your bars and lead-lines, and le, 
them be strong and many. 
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Eyery bit of glass in a window should look Of Per- 
cared foU' fection 

If there is a lo^; sif blank space that you 
“ddh’t know how to fill,” be sure your 
design has been too narrowly and frugally 
:onceived. I do not (pean to say that there 
may not be spaces, and even large spaces, 
of plain quarry-glazing, upoy 'fhich your 
subject with its surrounding ornament may 
be planted down, as a rich thing upon a 
plain thing. 1 am thinking rather of a case 
inhere you meet with some sudden lapse 
or gap in the subject itself or in its orna¬ 
mental surroundings. This is apt specially 
:o occur where it is one which leads rather 
;o pictorial treatment, and whafe, unless 
fouhtive “canopy” or “tabernyle” work, 

IS it is called, surrounding and framing 
sverything, you find yourself at a loss how 
;o fill the space above or below. 

V ery little can be said by way of general 
rule about this; each case must be decided 
on its merits, and we cannot speak without 
criowing them. But two things may Ije 
aid: First, that it is well to be perfectly 
oold (as long as you are perfectly sincere), 
md not be afraid, merely because they arc 
inusual, of things that you really wovLd 
ike to do if the window were for yourself. 
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Of Per- There are no hard ahd fast rules as to 
fection ^hat may or may not be done, afid if you 
are a craftsman and dey^jner also—as the 
whole purpose of this book is to tell‘you 
you must be—many methods will suggest 
themselves of making^your glass look inte¬ 
resting. The golden rule is to handle every 
bit of it lyourself, and then you will be 
interested in the ingenuity of its arrange¬ 
ment ; the cutting of it into little and big 
bits; the lace work of the leads; thickening 
and thinning these also to get bold con¬ 
trasts of strong and slender, of plain and 
intricate; catching your pearly glass like 
fish, in a net of larger or smaller mesh; 
for, bear in. mind always that this question 
relates almost entirely to the whiter glasses. 
Colour has''its own reason for being there, 
and carries its own interest; but the most 
valuable piece of advice that I can think of 
in regard to stained-glass treatment (apart 
from the question of subject and meaning) 
is to make your white spaces interesting. 

^The old painters felt this when they 
diapered their quarry-glazing and did 
such grisaille work as the “ Five Sisters” 
window at York. Every bit of this last 
mast have been put together and painted 
b^ a real craftsman delighting in his work. 
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The drawing is free and beautiful; the Of Per- 
’whole \?ork^ is like jewellery, the colour Section 
scheme deughtf|dly varied and irregular. 

Tht work was loved: each bit of glass 
was treated on its merits as i| passed 
through hand. A^rking in this way all 
things are lawful; you may even put a 
thin film of “matt” over^aity piece to 
lower it in tone and give it richness, or 
to bring out with emphasis some quality 
of its texture. Some bits will have lovely 
streaks and swirling lines and bands in 
them—“ reamy,” as glass-cutters call it— 
or groups of bubbles and spots, making 
the glass like agate or pebble; and a gentle 
hand will rub a little matt o»film over 
thew, and then finger it partly away to 
bring out its quality, just a^ a jeweller 
foils a stone. This is quite a different 
thing from smearing a window all over 
with dirt to make it a sham-antique; and 
where it is desiraljle to lower the tone of 
any white for the sake of the window’, and 
where no special beauties of texture exjpt, 
it is better, 1 think, to matt it and then 
take out simple patterns from the matt: not 
outlined at all, but spotteS and streaked 
in the matt itself, chequered and petaled 
and thumb-marked, just as nature s|^ts 
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and stripes and dapples, scatters daisies on 
the grass and snowflakes in the' air, and 
powders over with chejjlsboard chequers 
and lacings and “ oes and eyes of light,” 
the win|s of butterflies und birds. 

So man has always /oved to work when 
he has been let to choose, and when nature 
has had hdr y^ay. Such is the delightful 
art of the basket and grass-cloth weaver of 
the Southern seas • of the ancient Cyprian 
potter, the Scandinavian and the Celt. It 
never dies; and in some quiet, merciful 
time of academical neglect it crops up 
again. Such is the, often delightful, 
“ builders-glazing ” of the “ carpenters- 
Gothic ” period, or earlier, when the south 
transept w^ndovT at Canterbury, and the 
east and weSt windows at Cirencester, and 
many such like, were rearranged with old 
materials and new by rule of thumb and 
just as the glazier “ thought he would.” 
Heaven send us nothing worse done 
through too much learning! I daresay 
h% shouldn’t have dt)ne it; but as it came 
to him to do, as, probably, hd was ordered 
to do it, we may be glad he did it just so. 
Inrthe Canterbury window, for instance, 
noP doubt much of the old glass never 
bfSonged to that particular window; it 
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have been, sinfully, brought there 
from Windows where it did belong. At 
Cirencester the|e» are numbers of bits of 
cartopy and so forth, delightful fifteenth- 
century work, euquisitely beautiful, put 
in as best they couid be; no doubt from 
some mutilated window where the figures 
had been destroyed—for, if rhy memory 
serves me, most of them have no figures 
beneath — and surrounded by little 
chequered work, and stripes and banding 
of the glaziers’ own fancy. A modern 
restorer would have delighted to supply 
sham-antique saints for them, imitating 
fifteenth - century work (and deceiving 
noWy), and to complete tlw mutilated 
canopies by careful matching, making 
the window entirely correct and unin¬ 
teresting and lifeless and accomplished 
and forbidding. The very blue-bottles 
would be afraid to buzz against it; 
whereas here, in the old church, with the 
flavour of sincerity and simplicity around 
them, at one with the old carving and tJie 
spirit of thft old time, they glitter with 
fresh feeling, and hang there, new and 
old together, breaking sunlight; irre¬ 
sponsible, absurd, and delightful. 
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chapter' xv 

A Few L^tle Dodges—A Cfumsy Tool—A Sub¬ 
stitute—A'Glasa RackJ'-An IncooTenient Easel 
—A Conrenient Edsel—A Waxing-up Tool— 
An Eas«I with Morable Plates—Malting the 
most of a Rbom—Handling Cartoons—Cleanli¬ 
ness — Dust — The Selvage Edge — Drying a 
“ Badger ”—A Cdbiment. 

A Few Here, now, follow some little practical 
hints upon work in general; mere receipts; 
° description of time-saving methods and 
apparatus which I have ^parated from 
the former part of the book; pytly 
because thqy arfe mostly exceptions to 
the ordinary practice, and partly be¬ 
cause they are of general application, the 
common-sense of procedure, and will, I 
hope, after you have learnt from the 
former parts of the book the individual 
processes and operations, help you to 
marshal these, in order* and proportion, 
so as to use them to the greatest advan¬ 
tage and with t^e best results. And truly 
our^stained-glass methods are most waste¬ 
ful/and bungling. The ancient Egyptians, 
tlyiy say, made glass, and 1 am sure some 
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of our preset tools and apparatus date 
from th» timt; of the Pyramids. 


A clumsy KILN-fEEDER. 

What fhall we say, for 
instance, of this ipstru- 
ment (fig. 64), used fpr 
loading some forms of 
kiln? 

The workman takgs 
the ring-handle in his 
right h^^nd, rests the 
shaft in the crook of his 
left elbow, puts the fork 
under an iron plate loaded 
wifli glass and weighing 
abo&t forty pounds, and. 
then, with tug and strain, 
lifts it, ready to slip olF 
and smash at any moment, 
and, grunting, transfers 
it to the kiln. 'A little 
mechanical appliance 
would save nine-tetjths 
of the labour, a stage on 
wheels raised or lowered 



Fig. 64. 


at will (a thing which * surely should 
not be hard to invent) would brini it 
from the bench to the kiln, and if 
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A Few needs be, and no better niet];iod could be 
Little found, the fork might be used to put it' 
Dodge, in. ’ ^ J P 

Meanwhile, as a temporary step in the 
right diiKction, I illustrate a little apparatus 
inventecf by Mr. Heaton, which, with the 
■ tray made of some lighter substance than 
iron, of which he has the secret, decreases 
the labour by certainly' one-third, and I 



Fig. 65. 


think a half (fig. 65). It is indeed only a 
sort of half-way house td the right thing, 
but, tested one against the other with 
equal batches of plates, its use is certainly 
lest laborious than that of the fork. 
And that is a great gain; for the con¬ 
sequence of theie rough ways is that the 
kiWman, whom we want to be a quiet, 
obj^Want man, with plenty of leisure and 
184 




with all his stfength and attention free to A Few 
Vatch tht progress of a process or experi- 
ment, like a ll^mist in his laboratory, **’ 



Fig. *. 


has often two-thirds of it distracted by 
the stress of needless worl^ which is only 
fit for a navvy, and the only tendencyiof 
which can be towards turning him into o^. 
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A GLASS-KACK tOR WASTE PIECES. 

' . . 

Then the cutter, who throws Sway half 
the stuff under his beiy;!! How easy it 
would be^ if things were thought of from 
the beginning and the place built for the 
work, to have such fvidth of bench and 
space of windowt that, along the latter, 
easily anti ^ comfortably within reach, 
should run stages, tier above tier, of 
strong sheet or bhin plate glass, sloping 
at such an angle that the cuttings might lie 
along them against the light, with a fillet 
to stop them from falling off. Then it 
would be a pleasure, as all handy things 
are, for the workman to put his bits of 
glass therf^and when he wanted a piece of 
similar colour, to raise his head and dioose 
one, instead of wastefully cutting a fresh 
piece out of the unbroken sheet, or wasting 
his time rummaging amongst the bits on 
the bench. A stage on the same principle 
for choosing glass’ is illustrated in fig. 67. 

But it is in easels that improvement 
se^ms most wanted and would be most 
easy, and here I really must tell you a 
story. 

ji AN INCONVENIENT EASEL. 

Aiaving once some very large lights to 
wint, against time, the friends in whose 
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shop I was to work 
(wishing ^to ^ive me 
every advantage and to 
save time, had’ ihad 
special easels made to 
take in tlfe main part 
of each light at onfe. 
But an “ Easel,” in 
stained-glass work, 
meaning always the 
single slab of plate- 
glass in a wooden frame, 
these were of that type. 
I forget their exact size 
and could hazard no 
guess at their weight, 
'but it took four men to 
get one from the ground 
on to the bench. Why, 
I wanted it done a dozen 
times an hour! and 
should have wished to 
be able to do it at any 
moment. Instead of that 
it was, “Now then,* 
Bill; ease her over ! ” 
“Steady!” “Now 
lift! ” “ All together, 
boys 1 ” and so forth. I 
wonder there wasn’t a 
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strike ! But did no one, tjien, ever see in 
a club or hotel a plate-elass window about 
as big as a billiard-tablq and a slim waiter 
come up to it, and, with a polite “ Would 
you like'the window <ppen, sir,?” quietly 
lift it with one hand^? 

A CONTENIENT EASEL. 

Fig. 6S is a diagram of the kind of easel 
I would suggest. It can either stand on the 
bench or on the Boor, and with the touch 
of a hand can be lifted, weighing often 
well over a hundredweight, to any height 
the painter pleases, till it touches the roof, 
enabling him to see at any moment the 
whole of his work at a distance and against 
the sky, Vhich one would rather cil an ■ 
absolute necessfty than a mere convenience 
or advantage. 

Some of these things were thought out 
roughly by myself, and have been added 
to and improved from time to time by my 
painters and apprentices, a matter which 
I shall say a word on by-and-by, when we 
mnsider the relatibns which should exist 
between these and the master. 

AN IMPROVED TOOL FOR WAXINO-UP. 
jMeanwhile here is another little tool 
(fe. 69), the invention of one of my 
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(3) a 

wood. 


youngest “ hands ” (and heads), ^ and 
really <a praised 
K . ^ 1 worthy inven- 

I 1 M /I tion, though 

indeed a simple 
and self-evident 
matter, enough. 
The u^l tool 
for waxing - up 
is (i) a s^p 
of glass, 
penknife, 
stick of 
The thing most 
to be wished for 
in whatever* is 
used being!' of 
course, that it 
sAouJi/ retain the 
'heat. This youth 
argued: “Ifthey 
use copper for 
soldering-bits 
because it retains 
heait so well, why 
not use copper 
for the waxing- 
up^ool ? besides, it can be made into a pen 
w)iich will' hold more wax.” 



Fig. 69. 




So said, sq done; nothing indeed to 
fnalce a «fuss about, but part of a very 
wholesome spir?t of wishing to work 
with handy tools economically, instead of 
blundering and wasting. 

» 

AN EASEL WITH MOVABLE PLATES, 
e 

But to return for a moment to the 
easel. I find it '^ery convenient not to 
have it made all of ope plate of glass, 
but to divide it so that about four plates 
make the whole easel of five feet high, 
■These plates slip in grooves, and can be 
let in either at the top or bottom, the 
latter being then stopped by a batten and 
thumbscrews. By this means light of 
any* 4 ength can be paiated in sections 
without a break. For supposing you 
work from below upwards, and have done 
the first five feet of the window, take out 
all the glass except the top plate, shift this 
down to the bottoni, and place three empty 
plates above it, and you can joirf the 
upper work to the lower by the sample 
of the latter deft in its place to start you. 
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HOW TO MAKE THE MOSC OF A ROOM. 

The great point is to be able to get away 
as far as you can from your work. An^ I 
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advise you, if your room is ^mall, to have 
a fair-sized mirror (a cheval-giass) 'and 
place it at the far end of your room 
opposite the easel where you are painting, 
and then,' standing clore by the side of 
your easel„ look at |your work in the 
' mirror. This will double the distance at 
which you see it, and at the same time 
present it to you rcvelrsed; which is no 
disadvantage, for you then see everything 
under a fresh aspect and so with a frrth 
eye. Of course, by the use of two mir¬ 
rors, if they be large enough, you can put 
your work away to any distance. You 
must have seen this in a restaurant where 
there werr, mirrors, and where you h'ave 
had presented to.you an endless proces'sion 
of your own head, first front then back, 
going away into the far distance. 

HOW TO HANDLE CARTOONS. 

Well, it’s really like insulting your in¬ 
telligence ! And if I hadn’t seen fellows 
down on their han,ds and knees rolling 
and unrolling cartoons along the dirty 
floor, and sprawling all over the studio so 
that everybody'had to get out of the way 
inti corners, I wouldn’t spend paper and 
in|C to tell you that by standing the roll 
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tt^ri^t and sjrinning it gently round with A Few 
your harids, fruejjng first one edge and 
then another, you,can easily and quietly 
unroll and sort out a bundle of a dozen 
cartoons, each twfenty feet long,,“bn the 
space of a small he^th-rug; but so it is 
(fig. 70), and in just the same way you 
can roll them up ag^in, 

NEATNESS AND CLEANLINESS. 

.> 

You should have drawers in the tables, 
and put the palettes away in these with 
colour neatly covered over with a basin 
when you leave work. Dust is a great 
enemy in a stained-glass shop, and it 

must be kept at arm’s length. . , 

» • 

YOU SfUST TEAR OFF THE 'SELVAGE EDGE 
OF YOUR TRACING CLOTH, 

Otherwise the tracing cloth being all cockled 
at the edge, which, however, is not very 
noticeable, will notolic flat, and you will be 
puzzled to know why it is that you cannot 
get your cut-line straight; tear off the edge, 
and it lies perfectly flat,’without a wrinkla 

HOW TO DRY A BIG BRUSH OR BADGER 
AFTER IT IS WASHED. 

I expect you’d try to dry it in front of 
the fire, and there’d be a pretty eight- 
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shilling frizzW But the way is this; First A Few 
sfreep th» wet brush downwards with all 
your force, just "as^you shake the worst 
of the wet ^fF a dripping umbrella, then 
take the Ijandle o' the brush bet-Uleen the 
palms of your hands, 'f^ith the hair pointing 
downwards, and rub yoar hands smartly 
together, with the handle betw&n them, 
just as an Italian waiter whisks up the 
chocolate. This sends the hair all out like 
a Catherine-wheel, and dries the brush with 
quite astonishing rapidity. Come now! 

^Tftu’d never have thought of that ? 

And why have I reserved these hints 
till now? surely these are things of the 
‘work-bench, practical matters, and would 
have come more conveniently in their 
own place ? Why have I—do you ask— 
after arousing your attention to the 
“ great principles of art,” gone back 
again all at once to these little matters ? 

Dear reader, I have done so deliberately 
to emphasise the First of principles, that 
the right learning of any craft is the 
learning it under a master^ and that all 
else is makeshift; to drive home the 
lesson insisted on in the former volumes 
of this scries of handbooks, and gathered 
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into the sentence quoted ks a motp on 
the fly-leaf of one of them, ^hat “ An 
art can only be learijed in the workshop 
of those who are winning their bread 
by it.’' ' _ 

These little thing's we have just been 
speaking of oecurred to me after the 
practica? pjrt was all written; and I de¬ 
termined, since it happened so, to put 
them by them^lves, to point this very 
lesson. They are just typical instances of 
hundreds of little matters which belong 
to the bench and the workshop, aKJ, - 
which cannot all be told in any book; 
and even if told can never be so fully 
grasped' as they would be if shown by 
master to pupil. Years — centilries of 

practice have made them the common¬ 
places of the shops; things told in a 
word and learnt in an instant, yet which 
one might go on for a whole lifetime 
without thinking of, and for lack of 
which our lifetime’s work would suffer. 

, Man’s work upon earth is all like that. 
The things are there undef his very nose, 
but he never discovers them till some acci¬ 
dent shows tliem; how many centuries of 
sailing, think you, passed by before men 
knew that the tides went with the moon ?, 
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Why then yrrite a book at all, since A Few 
it'is rtot tl\e best way ? Little 

Speaking for irtyself only, the reasons 
appear to be: First,“because none of these 
crafts is at preserst taught in *ite ful¬ 
ness in any ordinar)\ shop, and» I 'would 
wish to give you at leajt a longing to 
learn yours in that fulness; and^ second, 
because it seems afto very a*dvisable to 
interest the general reader in this ques¬ 
tion of the complete teaching of the crafts 
to apprentices. To insist on the value 
atjd necessity of the daily and hourly 
lessons that come from the constant 
presence, handling, and use of all the 
tools*and materials, all the apparatus and 
^11 the, conditions of the craft, and from 
the interchange of ideas amongst those 
who are working, side by side, making 
fresh discoveries day by day as to what 
materials will do under the changes 
that occur in conditions that are ever 
changing. * 

However, one mast ijot linger further 
over these litde matters, and it now be¬ 
comes my task to return to the great lead¬ 
ing principles and try to deJl with them, 
and the first cardinal principle of stained- 
glass work surely is that of Colour. 
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CHAPTER XVI 

OF COL'OUR 

Of Coloui* But how hopeless to deal with it by way 
of word^ in a book where actual colour 
cannot be shown! ' 

Nevertheless, let us try. 


. .. One thinks of morning and evening^.,, 
... of clouds passing over the sun; of 
the dappled glow and glitter, and of faint 
flushes fast from the windows on* the 
cathedral pavement; of pearly white', like* 
the lining of a shell; of purple bloom 
and azure haze, and grass-green and 
golden spots, like the budding of the 
spring; of all the gaiety, the sparkle, and 
the charm. * 

And then, as if the evening were draw¬ 
ing on, comes ovej the memory the picture 
of those graver harmonies, in the full glow 
of red and blue, which go with the deep 
notes of the ^reat organ, playing requiem 
or evening hymn. 

Of what use is it to speak of these 
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things? Th^ words fall upon the ear, Of Colour 
but^he ^ye is not filled. 

All stained-glass gathers itself up into 
this one subject; the glory of the heavens 
is in it and the fulgpss of the earth, and we 
know thaf the showing forth qf if cannot 
be in words. , 

Is it any use, for instance, to speak of 
these primroses albng the failway bank, 
and those silver buds of the alder in the 
hollow of the copse ? 

One thinks of a hint here and a hint 
jtere; the very sentences come in frag¬ 
ments.' Yet one thing we may say securely; 
that the practice of stained-glass is a very 
good way to learn colour, or fis much of 
it aS can come by learning. 

For, consider;— 

A painter has his colour-box and pal¬ 
ette ; 

And if he has a good master he may 
learn by degrees‘how to mix his colour 
into harmonies; 

Doing a little first, cautiously; 

Trying the problem m one or two simile 
tints ; learning the combinations of these 
in their various degrees* of lighter or 
darker; 

Exhausting, as much as he can, the 
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Of Colour possibilities of one or two pigments, and 
then adding another and another^ 

But always with a very limited number 
of actual separate ones<to draw upon; 

All th^ infinity of tjje whole world of 
colour loeing in his ywn hands', and the 
. difficulty of dealing with it laid as a 
burden upon his own shoulders, as he 
combines, modifies, mixes, and dilutes 
them. 

He perhaps has eight or ten spots of 
pure colour, ranged round his palette; and 
all the rest depends upon himself. 

This gives him, indeed, one side of the 
practice of his art; and if he walks warily, 
yet daringly, step by step, learning day* by 
day sometning more of the powers th^it lie 
in each single kind of paint, and as he 
learns it applying his knowledge, bravely 
and industriously, to add strength to 
strength, brightness to brightness, rich¬ 
ness to richness, depth to depth, in ever 
clearer, fuller, and more gorgeous har¬ 
mony, he may indeed . become a great 
painter. 

But a more timid or indolent man gets 
tired or afraid cf putting the clear, sharp 
tints side by side to make new combina¬ 
tions of pure and vivid colour. 
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And even a man industrious, alert, Of Colour 
ind * determined may lose his way and 
let confused amongst the infinity of 
choice, through being badly taught, and 
especially througlj being allow^.at first 
too greafa range,\oo wide a /chiiice, too 
lavish riches. 

A man so trained, so situated, so 
tempted, stands in* danger cJf being con¬ 
tented to repeat old receipts and formulas 
over and over, as soon as he has acquired 
the knowledge of a few. 

Or, bewildered with the lavishness of 
lITs TTRans and confused in his choice, 
tends to fall into indecision, and to smear 
and dilute and weaken. 

I'onnot help thinking that if is to this 
want of a system of gradual teaching of 
the .’lementary stages of colour in painting 
that we owe, on the one side, the fashion 
of calling irresolute and undecided tints 
“ art ” colours; and, on the other hand, 
the garishness of our modern exhibitions 
compared with galleries of old paintings. 

For Titian’s,burning scarlet and crimsdn 
and palpitating blue; and Veronese’s 
gold and green and white and rose are 
certainly not “ art colours ”; and I 
think we must f^l the justice and truth 
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Of Colour of Ruskin’s words spoken, regarding a 
picture of Linnell’s:— 

“ And what a relief it Is for any whole¬ 
some human sight, affcr sickening itself 
among th»; blank hoiy#r of dirt, ditch- 
water, allidv malaria, f’hich the' imitators 
' of the French schools have begrimed our 
various Ejfhibition walls with, to find once 
more a bit of blue in fhe sky and a glow 
of brown in th^ coppice, and to see 
that Hoppers in Kent can enjoy their 
scarlet and purple—like Empresses and 
Emperors.” (Ruskin, “Royal Acadenjjfc, 
Notes,” 1875.) 

From this irresolution and indecision 
and the 4uJl-coloUr school begotten of it 
on the one hand, and from garishnssd on 
the other, stained-glass is a great means 
of salvation; for in practising this art the 
absolute judgment must, day by day, be 
exercised between this and that colour, 
there present before it' and the will is 
braced by the necessity of constant choice 
and decision. In jhort, by many of the 
nfodern, academical methods of teaching 
painting, and especially by the unfortunate 
arrangement, ^here it exists, of a pupil 
passing under a succession of different 
masters, I fear the colour-sense is per- 
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plexed and bipnted; while by stained-glass, 
taught, iw all art should be, from master 
to apprentice, while both make their bread 
by it, the colour 4 ense would be gradu¬ 
ally and steadily ctdtivated and Would have 
time to grow. % / 

This at least seems*certain; that all* 
painters who have also doiW stained- 
glass, or indeed any other decorative work 
in colour, get stronger and braver in 
painting from its practice. So worked 
Titian, Giorgione, Veronese; and so in 
lau^days worked Burne-Jones, Rossetti, 
Madox-Brown, Morris; and if I were to 
advise and prate about what is, perhaps, 
not my proper business, I wouljj say, even 
to*tile student of oil-painting, “Begin 
with burnt-umber, trying it in every 
degree with white; transparent over 
opaque and opaque over transparent; 
trying how near you can get to purple 
and orange by 'contrast (and you will 
get nearer than you think); theil add 
sienna at one end and black at the other 
to enlarge the range;—and then get a ^t 
of glass samples. 

I have said that stalhed-glass is "a 
great means of salvation,” from irresolu¬ 
tion and indecision on the one hand and 
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Of Colour from garishness on the othqr; but it is 
only a means—the fact of salvation lies' 
always in one’s own hands—for we must, I 
fear, admit that “garishness” and “irre¬ 
solution I’ tare not unl^wn in stained- 
glass itse'if, v'n spite ow the resources and 
safeguardings we have attributed to the 
material. »Shaking, therefore, now to 
stained-glass painters ' themselves, we 
might say that these faults in their own 
art, as too often practised in our days, 
arise, strange as it may seem, from ignor¬ 
ance of their own material, that^ vejjh 
material the knowledge of which we liave 
just been recommending as a safeguard 
against th^e very faults to the students 
of another art. 

And this brings us back to our subject. 

For the foregoing discussion of painters’ 
methods has all been written to draw a 
comparison and emphasise a contrast. 

A contrast from whfch you, student 
of stained-glass, I hope may learn much. 

For as we have tried cto describe the 
mAhods of the painter in oil or water 
colours, and so point out his advantages 
and disadvantages, so we would now 
draw a picture of the glass-painter at 
work; if he works as he should da 
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For the painter of pictures (we said) OfCaloui 
has hiscolour-box of a few pigments, 
from which all‘his harmonies must come 
by mixing them' and diluting them in 
various proportiens, dealing «th infinity 
out of a very limited range ef Inaterials, 
and required to supply all the rest by his 
own skill and memory. * 

Coming each ‘day to his work with 
his palette clean and Jiis colours in their 
tubes ; 

Beginning, as it were, all over again 
—each time ; and perhaps with his heart 
cold and his memory dull. 

But the glass-painter has his specimens 
oT glass round him; som^ hundreds, 
p&haps, of all possible tints. 

He has, with these, to compose a 
subject in colour; 

There is no getting out of it or 
shirking it; 

He places the bits side by side, with 
no possibility (which the palette 'gives) 
of slurring or diluting or dulling them; 
he must choose from the clear hard tiifts; 

And he has the whole problem before 
him ; 

He removes one and substitutes 
another; 
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OiCobut “This looks better;” “That is a 
pleasant harmony;" “ Ah! {>ut 'this 
makes it sing! ” 

He gets them into‘groups, and com¬ 
bines &en into harmonies, ,tint with 
tint, grdu^with group: 

If he is wise he has them always by 
him ; 

Always ready to arthnge in a movable 
frame against the window; 

He cuts little bits of each; he waxes 
them, or gums them, into groups on 
sheets of glass; 

He tries all his effects in the* glass 
itself; he sketches in glass. 

If he i^ wise he. does this side by side 
with his water-colour sketch, midcing 
each help the other, and thinking in 
glass; even perhaps making his water¬ 
colour sketch afterwards from the glass. 

Is it not reasonable ? 

Is it not far more easy, less dangerous ? 

He has not to rake in his cold and 
meagre memory to fish, out some poor 
hihdful of all the possible harmonies; 

To repeat himself over and over again. 

He has all die colours burning round 
him; singing to him to use them; 
sounding all their chords. 
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Is it not ^he way ? Is it not common Of Colow 
^ense ? , 

Tints! pure tints! What great things 
they are. ■* 

I remeipber ar*«ld joke of ^e. pleasant 
Du Maurier, a drawing represerfting two 
fashionable ladies discussing the after-> 
noon’s occupation. One siys; “ It’s 
quite too dull to 'see colours at Madame 
St. Aldegonde’s; suppqge we go to the Old 
Masters" Exhibition! ” 

Rather too bad ! but the ladies were not 
so a ltogether frivolous as might at first 
appear. I am afraid Punch meant that 
they were triflers who looked upon 
cdlour in dress as important, ^nd colour 
in'pictures as a thing which would do for 
a dull day. But they were not quite so 
far astray as this! There are other things 
in pictures besides colour which can be 
seen with indifferent light. But to match 
clear tint agaiifst clear tint, and put 
together harmonies, there is no getting 
away from the problem ! It is all sheer, 
hard exercise; you want all your li^t 
for it; there is no slurring or diluting, 
no “glazing” or “scufhbling,” and it 
should form a part of the teaching, and 
yet it never does so, in our academies 
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OfColonr and schools of art. A cwrious matter 
this is, that a painter’s training leaves 
this great resource of knowledge ne¬ 
glected, leaves the ' whole thing to 
memory. \ Out of all /He infinite possible 
harmonic V)nly gettii^ what rise in the 
' mind at the moment from the unseen. 
While ladies, who want to dress beauti¬ 
fully look at the things themselves, and 
compare one with another. And how 
nicely they dress. If only painters 
painted half as well. If the pictures in 
our galleries only looked half ^ K'ip* 
monious as the crowd of spectators below 
them! I would have it part of every 
painter’s t^^ining to practise some craft, 
or at least that branch of some traft, 
which compels the choosing and arranging, 
in due proportions for harmony, of clear, 
sharp glowing colours in some definite 
material, from a full and lavish range 
of existing samples. ‘ It is true that 
here* and there a painter will arise who 
has by nature that kind of instinct or 
memory, or whatever it is," that seems 
to feel harmonies beforehand, note by 
note, and adtf them to one another 
with infallible accuracy; but very few 
possess this, and for those who lack I 
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am ^urging this training. For it is a 
tase or 

“ the little n^ore and how much it it, 

And the little less and what worlds away.” 


Millais hung a dating crimsoh sash over 
the creamy-white bed-^uilt, in the glow 
of the subdued ijight-lamp^ in his pic¬ 
ture of “ Asleep,” and we all thought 
what a fine thing it wtis. But we have 
not thought it so fine for the whole 
art world to burst into the subsequent 
iwt£USe paroxysm of crashing discords 
in chalk, lip-salve, and skim-milk, which 
Tias lasted almost to this day. 

At any rate, I throw out this hint for 
pupils and students, that if they will get 
a set of glass samples and try combina¬ 
tions of colour in them, they will have 
a bracing and guiding influence, the 
strength of which they little dream of, 
regarding one o/ the hardest problems 
of their art. 

This for the Studont of painting gi 
general: buf for the glass-painter it is 
absolutely essential — the^ central point, 
the breath-of-life of his art. 

To live in it daily and all day. 

To be ever dealing with it thus, 
o 
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Of Colour To handle with the hand% constantly. 

To try this piece, and that piece, the 
little more and the little'less. 

This is the be-all and end-all, the 
beginnings and the itud of ..the whole 
matter, arid here therefore follow a few 
• hints with regard cto it. 

And there is one rule of such dominat¬ 
ing importance that all other hints group 
themselves round it; and yet, strangely 
enough, I cannot reniember seeing it 
anywhere written down. 

Take three tints of glass—a purgls^J'-t 
us say, a crimson, and a green. 

Let it be supposed that, for some 
reason, ypu desire that this should form 
a scheme of colour for a window, oe part 
of a window, with, of course, in addition, 
pure white, and probably some tints more 
neutral, greenish-whites and olives or greys, 
for background. 

You choose your purple (and, by-the- 
bye,* almost the only way to get a satis¬ 
factory one, except by^ a happy accident 
now and then, is to double gold-pink with 
blue; this is the only way to get a purple 
that will vibrate, palpitating against the 
eye like the petal of a pansy in the sun). 
Well, you get your purple, and you get 
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your green—ijot a sage-green, or an “ art- 
greeh, byt a cold, sharp green, like a leaf 
of parsley, an aquamarine, the tree in the 
“Eve” window at'Fairford, grass in an 
orchard ahput suH^pt, or a railway-signal 
lamp at night. 

Your crimson like* a peony, your 
white like white silk; and po^ you arc 
started. 

You put slabs of these—equal-sized 
samples, we will suppose—side by side, 
and see “ if they will do.” 

^nd^hey don’t “ do ” at all. 

Talc?away the red. 

The green and the purple do well 
endugh, and the white. p 

B\j* you want the red, you say. 

Well, put back a tenth part of it. 

And how now ? 

Add a still smaller bit of pale pink. 

And how now ? 

Do you see what it all means? It 
means the rule we spoke of, and which 
we may as well, therefore, now announce^ 

“Harmony in colour depends not 

ONLY UPON THE ARRANGING OF RIGHT 
COLOURS TOGETHER, BUT ^HE ARRANG¬ 
ING OF THE RIGHT QUANTITIES AND THE 
RIGHT DEGREES OF THEM TOGETHER.” 

an 


Of Colour 



Of Colour To which may be added another, hpropos 

of our bit of “ pale pink.’’ 

The harshest contrasts, even dis¬ 
cords, MAY OFTEN BE BROUGHT INTO 
HARMO^^BY ADDED^(*NOTES. 

I believe that these are the two, and 
I would even allhost say the only two, 
great leading principles of the science of 
colour, as used in the service of Art; and 
we might learn them, in all their fulness, 
in a country walk, if we were simple 
enough to like things because we like 
them, and let the kind nurse, 
take us by the hand. This very problem, 
to wit: Did you never see a purple ane¬ 
mone ? against its green leaves ? witfi a, 
white centre? and with a thin rihg of 
crimson shaded off into pink ? And did 
you never wonder at its beauty, and 
wonder how so simple a thing could 
strike you almost brpathless with pure 
physical delight and pleasure ? No doubt 
you did; but you probably may not have 
/sked yourself whethct you would have 
been equally pleased if the purple, green, 
and red had ,all been equal in quantity, 
and the pale pink omitted. 

I remember especially in one particular 
window where this colour scheme was 
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adopted—an .“Anemone-coloured” win- Of Colour 
dbw—the» modification of the one splash 
of red by the introduction of a lighter 
pink which suggesWd itself in the course 
of work a% it we'll!: along, and was the 
pet fancy of an assistant—readilf accepted. 

The window in question is small and 
in nowise remarkable, but ij \i^as in the 
course of a ride taken to see it in its 
place, on one of those glorious mornings 
when Spring puts on all the pageantry 
of Summer, that the thoughts with which 
wi^are^now dealing, and especially the 
thoughts of the infinite suggestion which 
Nature gives in untouched country and 
of*the need we have to drink^often at 
that’ fountain, were borne in upon the 
writer with more than usual force. 

To take in fully and often the glowing 
life and strength and renewal direct from 
Nature is part of every man’s proper 
manhood, still more then of every artist’s 
artistry and student’s studentship. 

And truly ’tis*no great hardship tg 
go out to meet the salutary discipline 
when the country is beautiful in mid- 
April, and the road good and the sun 
pleasant. The Spring air sets the blood 
racing as you ride, and when you stop 
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Of Colour and stand tor a moment to enjoy these 
things, ankle-deep in roadside grass, you 
can seem to hear the healthy pulses beat¬ 
ing and see the wavy 'line of hills beating 
with tjiein, as you ^fook at, the sun- 
warmed world. 

It is good sortietimes to think where 
we are in the scheme pf things, to realise 
that we are under the bell-glass of this 
balmy air, which shuts us in, safe from 
the pitch-dark spaces of infinite cold, 
through which the world is sweeping at 
eighteen miles a second; while 
all our little problems to solve and work 
to do, are riding warm by this fireside, 
and the orange-tip butterflies with that 
curious pertinacity of flight whfcK is 
speed without haste are keeping up their 
incessant, rippling patrol, to and fro along 
the length of every sunny lane, above the 
ditch-side border of whije-blossomed keckl 
What has all this to do with stained- 
glass ? 

^ Everything, my boy! Be a human! 
For you have got to choose your place 
in things, anc^ to choose on which side 
you will work. 

A choice which, in these days, more 
than ever perhaps before, is one between 
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such things, as these and the money- Of Colour 
getfing Y^ich cares so little for them. 

1 have tried td- show you one side by 
speaking of a little part of what may be 
seen and f§lt on a''spring mornijpg, along a 
ridge of untouched hills in “ pleisant Hert¬ 
fordshire : ” * if you want to see the other • 
side of things ride across to Bilntlngford, 
and take the train Iback up the Lea Valley. 

Look at Stratford (and smell it) and 
imagine it spreading, as no doubt it will, 
where its outposts of oil-mill and factory 
h*Ye already led the way, and think of 
the v^ey full up with slums, from Lea 
Bridge to Ponders End! For the present 
writer can remember—and tha^ not half 
a lifetime back—Edmonton and Totten¬ 
ham, Brondesbury and Upton Park, sweet 
country villages where quiet people lived 
and farmed and gardened amidst the or¬ 
chards, fields, and hawthorn lanes. 

Here now live, in mile after mile of 
jerry-building, the “hands” who, hever 
taught any craft* or york worthy of a 
man, spend their lives in some little sin^e 
operation that, as it happens, no machine 
has yet been invented to perform; month 
after month, year after year, painting, let 

‘ West of the road between Welwyn and Hitchin, 
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Of Colour US say, endless repeats of oije pattern to 
use as they are required for the borders 
of pious windows in the'churches of this 
land. 

This is the “other#'side of things,” 
much commended by 4 vhat is Iboked on 
,as “robust common sense”; and with 
this you iiave—nothing to do. Your 
place is elsewhere, anti if it needs be 
that it seems an jsolated one, you must 
bear it and accept it. Nature and your 
craft will solve all; live in them, bathe 
in them to the lips; and let notlugg 
tempt you away from them to nleasure 
things by the standard of the mart. 

Let us ^0 back to our sunny hillsicfe. 
“It is good for us to be here,” for*this 
also is Holy Ground; and you must 
indeed be much amongst such things if 
you would do stained-glass, for you will 
never learn all the joy of it in a dusty 
shop. 

“ So hard to get out of JLondon (" 

But get a bicycle then;—only sit up¬ 
right on it and go slow—and get away 
from these bricks and mortar, to where 
we can see things like these! those dande¬ 
lions and daisies against the deep, green 
grass; the blazing candles of the sycamore 
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}uds against .the purple haze of the oak 
SDpK; aijd those willows like puffs of 
jrey smoke wher6 the stream winds. Did 
pu ever? No, you never! Well—do 
t then! 

But indeed, having stated our principles 
sf colour, the practice «f those principles 
ind the influence of nature ai^d df nature’s 
lints upon that practice are infinite, both 
n number and variety.. The flowers of 
;he field and garden; butterflies, birds, 
ind shells; the pebbles of the shore; 
ibcye all, the dry seaweeds, lying there, 
ivith tffe evening sun slanting through 
;hem. These last are exceedingly like 
jolh in colour and texture, or,rather in 
:oldu? and the amount of translucency, 
to fine old stuned-glass; so also are dead 
leaves. But, in short, the thing is endless. 
The “ wine when it is red ” (or amber, as 
the case may be), even the whisky and 
water, and whisky without water, side by 
side, make just those straw and ripe-torn 
toloured golden-yellowjs that are so hard 
to attain in stained-glass (impossible indeed 
by means of yellow-stain), and yet so much 
to be desired and sought after. 

Will you have more hints still ? Well, 
there are many tropical butterflies, chiefly 
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Of Colour among the Pierina, with broad spaces of 
yellow dashed with one small sppt or Hush 
of vivid orange or red. ' Now you know 
how terrible yellow arid red may be made 
to look^ip a window^Tor yov have seen 
“ruby” robes in conjunction with “yellow- 
" stain/’ or the still* more horrible combina¬ 
tion where rpby has been acided off from 
a yellow base. But it is a question of 
the actual quality of the two tints and 
also of their quantity. What. I have 
spoken of looks horrible because the 
yellow is of a brassy tone, as sta in-rf o 
often is, especially on green-white glasses, 
and the red inclining to puce—jam-colour. 
It is no ^se talking, therefore, of “red 
and yellow ”—we must say what red and 
what yellow, and how much of each. A 
magenta-coloured dahlia and a lemon put 
together would set, I should think, any 
teeth on edge; yet ripe corn goes well 
with poppies, but not too many poppies— 
while if one wing of our butterfly were 
of its present yellow and the other wing 
of the same scarlet as the spot, it would 
be an ugly object instead of one of the 
delights of God. It is interesting, it is 
fascinating to take the hint from such 
things—to splash the golden wings of 
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your Resurreation Angel as he rolls away 
the stone, with scarlet beads of sunrise, 
not seen but felt from where you stand 
on the pavement belbw. I want the reader 
to fully grasp thii qu^tion of (quantity, 
so I will instance the flower of the mullein 
which contains almost the very tints of 
the “ lemon,” and the “ dahlW quoted, 
and yet is beautiful by virtue of its quan¬ 
tities: which may be «aid to be of a 
“ lemon ” yellow and yet can bear (ay! 
can it not?) the little crimson stamens in 
thp hejjt of it and its sage-green leaves 
around. 

And there is even something besides 
“tint” and “quantity.” The»way you 
distribute your colour matters very much. 
Some in washes, some in splashes, some 
in spots, some in stripes. What will 
“not do” in one way will often be just 
right in the other; yes, and the very 
way you treat your glass when all is 
chosen and placed together—matt in one 
place, film in another,, chequering, cros^ 
hatching, clbthing the raw glass with 
texture and bringing out its nature and 
its life. 

Do not be afraid; for the things that 
yet remain to do are numberless. Do 
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Of Colour you like the look of deep viyid vermilion- 
red, upon dark cold green? Look at'tht 
hip-loaded rose-briar bulning in the last 
rays of a red Octobe> sunset! You get 
physical pleasure from/fhe sigljt; the eye 
seems t6 vibrate to the harmony as the 
' ear enjoys a chord<struck upon the strings. 
Therefore*do not fear. But mind, it must 
be in nature’s actual colour, not merely 
“ green ” and “ red ” ; for I once saw the 
head of a celebrated tragic actress painted 
by a Dutch artist who, to make it as 
deathly as he could, had placed the asljgn 
face upon a background of emera! 3 -green 
with spots of actual red sealing-wax. The 
eye was 59 affected that the colours swu’ng 
to and fro, producing in a short time a 
nausea like sea-sickness. That is not 
pleasure. 

The training of the colour-sense, like 
all else, should be gradual; springing as 
it were from small seed. Be reticent, try 
small things first. You are not likely to 
be asked to do a, great window all at 
(Sice, even if you have the misfortune 
to be an independent artist approaching 
this new art Without a gradual training 
under the service of others. Try some 
simple scheme from the things of Nature. 
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Hyacinths look well with their leaves; Of Colour 
therefore,green and that blue, with 
the white of April clouds and the black 
of the tree-stenriC iil the wood are colours 
that can b? used together. 

You must be prepared to find almost 
a sort of penalty in this habit of looking • 
at everything with the eye,of*a stained- 
glass artist. One seems after a time to 
see natural objects withi numbers attached 
to them corresponding with the numbers 
of one’s glasses in the racks: butterflies 
flying about labelled “No. 50, deep,’’ or 
“75«, pale," or a bit of “123, special 
streaky ” in the sunset. But if one does 
not obtrude this so as to ^ore one’s 
friends, the little personal discomfort, if 
it exists, is a very small price to pay for 
the delight of living in this glorious fairy¬ 
land of colour. 

Do not think it beneath your dignity 
or as if you were shirking some vital 
artistic obligation, to take hints from these 
natural objects, opfronj ancient or modern 
glass, in a 'perfectly frank and simple 
manner; nay, even to match your whole 
colour scheme, tint for tint, by them if 
it seems well to you. You may get help 
anywhere and from anything, and as much 
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Of Colour as you like; it will only be go much more 
chance for you; so much richer a Store 
to choose from, so much stronger resource 
to guide to good end; for after all, with 
all the helps you can'get, much lies in 
the doitig. Do what you liki then—as 
a child: but be sure you do like it: and 
if the window wants a bit of any particular 
tint, put it tfiere, meaning or no meaning. 
If there is no rqbe or other feature to 
excuse and account for it in the spot 
which seems to crave for it,—put the 
colour in, anywhere and anyhow—in ^e 
background if need be—a suddeff orange 
or ruby “quarry" or bit of a quarry, 
as if the thing were done in purfest 
waywardness. “You would like 4 bit 
there if there were an excuse for it?” 
Then there is an excuse — the best of 
all — that the eye demands it. Do it 
fearlessly. 

But to work in thiij way (it hardly 
need be said) you must watch and work 
at your glass yourself.; for these hints 
(feme late on in the work, when colour, 
light and shade, and design are all fusing 
together into k harmony. You can no 
more forecast these final accidents, which 
are the flower and crown and finish of 
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the whole, than you could forecast the 
tost* “ Chj»rd ”;— 

** Which came iiom the soul of the organ, 

And entered inl^ mine.” 

• 

It “ comes* from the soul ” of the Wndow. 

We all know the feeling—the climaxes, 
exceptions, surprises, suspensjonS, in which 
harmony delights; the change from the 
last bar of the overtuse to the first of 
the opening recitative in the “ Messiah,” 
the chord upon which the victor is 
crowned in “The Meistersingers,” the 
59th and 60th bars in Handel’s “Every 
Valley.” (I hope some of us are “old- 
fashioned” enough to be una^amed of 
still believing in Handel 1 ) 

Or if it may be said that these are 
hardly examples of the kind of accidental 
things I have spoken of, being rather, 
indeed, the deliberately arranged climax 
to which the whofe construction has been 
leading, I would instance the 12th (tom- 
plete) bar in the overture to “Tann- 
hauser,” the20th and 22nd bar in Chopin’s 
Funeral March, the change from the 
minor to major in Schubert’s Romance 
from “ Rosamunde,” and the 24th bar 
in his Serenade {StUndchen), the 13th 
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Of Colour and following bars of the 'Crescendo in 
the Largo Appassionato of Bisethoven's 
Op. 2. Or if you wish to have an 
example where all is' exception, like one 
of the south nave windows in York 
Minster, the opening of the “ Sonata Ap- 
• passionat^” Op. ^7. 

Now how (Can you forecast such things 
as these! 

Let me draw* another instance from 
actual practice. I was once painting a 
figure of a bishop in what I meant to be 
a dark green robe, the kind qf black, 
and yet vivid, green of the summer leaf¬ 
age of the oak; for it was St. Boniface 
who cut <lown the heathen oak of Frisia. 
But the orphreys of his cope were to be 
embroidered in gold upon this green, and 
therefore the pattern had first to be 
acided out in white upon a blue-flashed 
glass, which yellow stain over all would 
afterwards turn into green and gold. 
And when all was prepared and the 
|taining should have followed, my head 
man sent for me to come to the shop, and 
there hung the figure with its dark green 
robe with orphreys of deep him and stiver. 

“I thought you’d like to look at it 
before we stained it,” said he. 
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"STAIN IT!" 1 said. "1 wouldn't Of Colour 
t9uch it; nf)t for sixpence three-far¬ 
things!” * 

There was a sigl^ of relief all round 
the shop, and the reply was, “Well, so 
we all thought I ” 

Just so; therefore thj figure remained, 
and so was erected in its place. Now 
suppose I had had men who md what they 
were told, instead of being encouraged to 
think and feel and suggest ? 

A serious word to you about this ques¬ 
tion of staining. It is a resource very 
easily open to abuse—to excess. Be care¬ 
ful of the danger, and never slain without 
first trying the effect on the back of the 
easel-plate with pure gamboge, alid if you 
wish for a very clear orange-stain, mix 
with the gamboge a little ordinary red 
ink. It is too much the custom to 
“ pick out ” every bit of silver “ canopy ” 
work with dottings and stripings of 
yellow. A little sometimes warms, up 
pleasantly what would be too cold—and 
the old men ysed it with effect: but th« 
modern tendency, as is the case in all 
things merely imitative, is# to overdo it. 

For the old men used it very difibrently 
from those who copy them in the way I 
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Of Colour am speaking ot, and, to begin with, used 
it chiefly on pure white glass. Much 
modern canopy work is 'done on greenish- 
white, upon which the stain immediately 
becomes that greenish-fellow ,that I have 
called “ brassy.” A little of fhis can be 
• borne, when side "by side with it is placed 
stain updn pure white. The reader will 
easily find, if he looks for them, plenty 
of examples in old glass, where the stain 
upon the white glass has taken even a 
rosy tinge exactly like that of a yellow 
crocus seen through its white sheath. 
It is perhaps owing partly to patina on 
the old glass, which “ scumbles ’’ it; but 
I have fnyself sometimes succeeded' in 
getting the same effect by using yellow- 
stain on pure white glass. A whole win¬ 
dow, where the highest light is a greenish 
white, is to me very unpleasant, and when 
in addition yellow-stain is used, unbear¬ 
able. This became a 'fashion in stained- 
glaSs when red-lead-coloured pigments, 
started by Barflff formula, came into 
general use. They could • not be used 
on pure white glass, and therefore pure 
white glass was discarded and greenish- 
white used instead. I can only say that 
if the practice of stained-^lass were pre- 
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sented to nje with this condition—of Of Colour 
abstaining from the use of pure white— 

I would try to l6arn some useful trade. 

There is another question of ideals in 
the treatqjent of colour in stained-glass 
about which a word must be said! 

Those who are enthusiastic about the* 
material of stained-glass and it*s improve¬ 
ment are apt to condemn the degree of 
heaviness with which windows are ordi¬ 
narily painted, and this to some extent 
is a just criticism. But I cannot go the 
length of thinking that all matt-painting 
should tie avoided, and outline only used; 
or that stained-glass material can, except 
under very unusual conditloi^ and in 
exceptional situations, be independent of 
this resource. As to the slab-glasses— 
“Early-English,” “Norman," or “stamped- 
circles ”—which are chiefly affected by this 
question, the texture and surface upon 
which their special character depends is 
sometimes a very useful resource in work 
seen against, or partly jgainst, background 
of trees or 'buildings; while against an 
entirely “ borrowed ” light perhaps, some¬ 
times, it can almost dispense with any 
painting. The grey shadows that come 
from the background play about in the 
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0/Colour glass and modify its tonej, doing the 
work of painting, and doing it rriuch 
more beautifully. But" this advantage 
cannot always be had, for it vanishes 
against clear sky. It & all, therefore, a 
question'' of situation and of aspfect, and I 
believe the right rule to be to do in all 
cases what' sejms best for every individual 
bit of glass—that each piece should be 
“cared for” on its merits and “nursed,” 
so to speak, and its qualities brought out 
and its beauty heightened by any and every 
means, just as if it were a jewel to be cut 
(or left uncut) or foiled (or left unfoiled) 
—as Benvenuto Cellini would treat, as he 
tells you j he did treat, precious stonfcs. 
There is a fashion now of thinking that ‘ 
gems should be uncut. Well, gems are 
hardly a fair comparison in discussing 
stained-glass; for in glass what wo aim 
at is the effect of a composition and com¬ 
bination of a multitude of things, while 
gemfe are individual things, for the most 
jart, to be lookec^ at separately. But I 
would not lay down a rule even about 
gems. Certainly the universal, awkward, 
faceting of alf precious stones—which is 
a relic of the mid-Victorian period-r-is a 
vulgarity that one is glad to be rid of; but 
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if one wants^ for any reason the special Of Colour 
spa/kle, here or there, which comes from 
it, why not use* it ? I would use it in 
stained-glass — have»done so. If I have 
got my window Already brilliant and the 
whites pu^e white, and still want, 5 ver and 
above all this, my “ Star of the Nativity,” . 
let us say, to sparkle out witji i light that 
cannot be its own,*shall I not use a faceted 
“jewel” of glass, forty .feet from the eye, 
where none can see what it is but only what 
it does, just because it would be a gross 
vulgarity to use it where it would pretend 
to be a uiamond ? 

The safe guide (as far as there can be a 
giide where I have maintained that there 
should not be a rule) is, surely, to gener¬ 
ally get the depth of colour that you want 
by the glass itself, if you can, and therefore 
with that aim to deal with rich, full- 
coloured glass and to promote its manu¬ 
facture. But this'^being once done and the 
resource carried to its full limit, there is 
no reason why you*should deny yourself the 
further resoHrce of touching it with pig¬ 
ment to any extent that may seem fit to 
you as an artist, and necdfesary to get the 
effect of colour and texture that you arc 
aiming at, in the thing seen as a whole. 
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Of Colour As to the exaggeration of jnaking acci¬ 
dental streaks in the glass do duty'fos 
folds of drapery, and manufacturing glass 
(as has been done) to pieet this purpose, I 
hold the thing to be a ‘gross degradation 
and an dhtire misconception of the relation 
< of materials to artr You may also lay this 
to mind, ai a thing worthy of consideration, 
that all old glass was'painted, and that 
no school of stained-glass has ever existed 
which made a principle of refusing this 
aid. I would never argue from this that 
such cannot exist, but it is a thing to 
be thought on. * 

Throw your net, then, into every sea, 
and catcl| what you can. Learn wHat 
purple is, in the north ambulatory at * 
York; what green is, in the east window 
of the same, in the ante-chapel of New 
College, Oxford, and in the “Adam and 
Eve" window in the north aisle at Fair- 
ford ; what blue and' red are, in the 
glorious east window of the nave at 
Gloucester, and in the glow and gloom of 
thartres and Canterbury and King’s Col¬ 
lege, Cambridge. And when you have 
got all these things in your mind, and 
gathered lavishly in the field of Nature 
also, face your problem with a heart 
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heated through with the memory of them 
aJl, %nd with a will braced as to a great 
and ardudus tasloj but one of rich reward. 
For remember this^(and so let us draw 
to an end), that ili any large window the 
spaces are* so great and the problems so 
numerous that a few colours and group¬ 
ings of colour, however well^ chosen, will 
not suffice. Set 6ut the main scheme of 
colours first; those th^t shall lead and 
preponderate and convey your meaning 
to the mind and your intended impres¬ 
sion to the eye. But if you stop here, 
the effedt will be hard and coarse and cold- 
hearted in its harmonies, a lot of banging 
ndtes like a band all brass, not out of 
* tune .perhaps, but craving for Ae infinite 
embroidery of the strings and wood. 

When, therefore, the main relations of 
colour have been ail set out and decided 
for your window, turn your attention to 
small differences, to harmonies round the 
harmonies. Make each note into a chord, 
each tint into a group of tints, not only 
the strong and bold,l)ut also the subtte 
and tender; do not miss the value of small 
modifications of tint that Soften brilliance 
into glow. Study how Nature does it on 
the petals of the pansy or sweet-pea. 
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Of Colour You think a pansy is purple, and there an 
end? but cut out the pale yellow band, 
the orange central spotf, the faint lilacs 
and whites in betweea, and where is your 
pansy gone ? 

And here I must now leave it to you. 
But one last,little hint^ and do not smile 
at its simplicity. 

For the problem, after all, when you 
have gathered all the hints you can from 
nature or the past, and collected your 
resources from however varied fields, re¬ 
solves itself at last into one question— 
“ How shall I do it in glass ? ” And the 
practical ^olving of this problem is 'in 
the handling of the actual bits of coloured 
glass which are the tools of your craft. 
And for manipulating these I have found 
nothing so good as that old-fashioned toy 
—still my own delight when a sick-bed 
enforces idleness—the 'kaleidoscope. A 
sixpdnny one, pulled to pieces, will give 
you the knowledge pf how to make it; and 
you will find a “Bath-Oliver” biscuit-tin, 
or a large-sized millboard “postal-roll” 
will make an excellent instrument. But 
the former is best, because you also rfien 
have the lid and the end. If you cut 
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away all tha end of the lid except a OfCalrtw 
fim of one-eighth of an inch, and insert 
in its place with cement a piece of 
ground-glass, anc^ then, inside this, have 
another lic^ of clear glass cemented on to 
a rim of Vood or millboard, yod can, in 
the space between thC two, ^lace chips* 
of the glasses you think oi using; and, 
replacing the whole on the instrument, a 
few minutes of turning with the hand 
will give you, not hundreds, but thou¬ 
sand of changes, both of the arrangement, 
and, what is far more important, of the 
proportions of the various colours. You 
can thus in a few moments watch them 
pass through an almost infinite^succession 
of clianges in their relation to each other, 
and form your judgment on those changes, 
choosing finally that which seems best. 

And I really think that the fact of these 
combinations being presented to us, as 
they are by the action of the instrument, 
arranged in ordered shapes, is a help to 
the judgment in deciding on the harmonies 
of colour. It is natural that it should Ge 
so. “ Order is Heaven’s first law.” And 
it is right that we should 'rejoice in things 
ordered and arranged, as the savage in 
his string of beads, and reasonable that we 
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Of Colour should find it easier to judge them in order 
rather than confused. • . 

Each in his place. How good a thing 
it is! how much to ba desired! how well 
if we ourselves could oe? so, and know of 
the patttrn that we make ! Fds our lives 
are like the broken bits of glass, sadly 
or brightly coloured, jostled about and 
shaken hither and thither, in a seeming 
confusion, which ^ yet we hope is some¬ 
where held up to a light in which each 
one meets with his own, and holds his 
place; and, to the Eye that watches, plays 
his part in a universal harmony by us, as 
yet, unseen. 

CHAPTER XVII 

OF ARCHITECTURAL FITNESS 

Of Archi- CoME, in thought, reader, and stand in 
e churches, •■nestling amongst 
rooks arc building; or in gaps 
of the chalk downs, where the village 
shelters from the' wind; gr in stately 
cathedrals, where the aisles echo to the 
footstep and the sound of the chimes 
comes down, with the memory of the cen¬ 
turies which have lived and died. Here 
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the old artistsi set their handmark to live Of Archi- 
now 'they are gone, and we who see it teptural 
to-day see,*if our eye be single, with what 
sincerity they built,» carved, or painted 
their heart a^d life into these stones. In 
such a spirit and for such a memorfal you 
too must do your work, to be weighed by . 
the judgment of the coming, a^es, when 
you in turn are gone, in the same balance 
as theirs—perhaps even sgie by side with it. 

And will you dare to venture ? Have 
no fear if you also bring your best. But 
if we enter on work like this as to a 
mere market for our wares, and with no 
other thought than to make a brisk busi¬ 
ness with those that buy and sell^ we well 
may pray that some merciful scourge of 
small cords drive us also hence to dig or 
beg (which is more honourable), lest worse 
befall us! 

And I do not sa^ these things because 
this or that place is “God’s house.” All 
places are so, and the first that was called 
so was the bare hillside; but because you 
are a man and have indeed here arrived, 
as there the lonely traveller did, at the 
arena of your wrestling. * But, granted 
that you mean to hold your own and put 
your strength into it, I have brought 
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you to these grave walls fto consult with 
them as to the limits they ii^pose upbn 
your working. 

And perhaps the m9st important of all 
is already observed by your b^ing here, foi 
it is Important that you should visit, 
whenever possibhs, the place where you 
are to do work; if you are not able to do 
this, get all the particulars you can as to 
aspect and surrosindings. And yet a re¬ 
servation must be made, even upon all 
this; for everything depends upon the 
way we use it, and if you onlj^ have an 
eye to the showing oflF of your work tc 
advantage, treating the church as a niere 
frame fof your picture, it would be bettei 
that your window should misfit and have 
to be cut down and altered, or anything 
else happen to it that would help to pul 
it back and make it take second place. It 
is so hard to explain these things so that 
they cannot be misconstrued; but you re- 
mefnber I quoted the windows at St, 
Philip's, Birmingham,' as an example ol 
noble thought and work tarried to the 
pitch of perfection and design. But that 
was in a classic building, with large, plain 
single openings without tracery. Do yoi 
think the artist would have let himself go, 
236 



in that full and ample way, in a beautiful 
Gpthic building full of lovely architectural 
detail ? Not so ; rather would he have 
made his pictures hang lightly and daintily 
in the air amongst me slender shafts, as 
in St.Martirt’s Church in the sama town, 
at Jesus College and at ^11 Saints’ Church, 
Cambridge, at Tamworth; and in Lynd- 
hurst, and many another clfurch where 
the architecture, to say truth, had but 
slender claims to such respect. 

In short, you must think of the building 
first, and make your windows help it. 
You must observe its scale and the spacing 
and proportions of its style, and place 
' your own work, with whatever naw feeling 
and new detail may be natural to you, well 
within those circumscribing bounds. 

But here we find ourselves suddenly 
brought sharp up, face to face with a 
most difficult and* thorny subject, upon 
which we have rushed without knoycing 
it. “ Must we observe then ” (you say) 
“ the style of.the building into which w» 
put our work, and not have a style of our 
own that is native to us• 

“This IS contrary to all you have been 
preaching! The old men did not so. Did 
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Of Archi- they not add the fancies^ of their own 
tectural time to the old work, and fill with' their 
Fitness dainty, branching tracery the severe, round- 
headed, Norman openings of Peterborough 
and Gloucester ? bid fifteenth-century 
men de thirteenth-century glak when they 
had to refill a window of that date ? ” No. 
Nor muit ^ou. Never imitate, but graft 
your own work on to'the old, reverently, 
and only changing from it so far forth as 
you, like itself, have also a living tradition, 
springing from mastery of craft—naturally, 
spontaneously, and inevitably. 

Whether we shall ever again tiave such 
a tradition running throughout all the 
arts is a thing that cannot possibly' be 
foretold.* But three things we may be' 
quite sure of. 

First, that if it comes it will not be by 
way of any imitative revival of a past style; 

Second, that it will be in harmony with 
the principles of Nature; and 

Third, that it will be founded upon the 
crafts, and brought ^bout by craftsmen 
forking in it with their own hands, on 
the materials of architecture, designing 
only what the/ themselves can execute, 
and giving employment to others only in 
what they themselves can do. 

238 



A word about each of these three con¬ 
ditions. 

In the course of the various attempted 
revivals in architecture that have taken 
place during the \>ast sixty years, it has 
been frequAtly urged both by writers and 
architects that we should agree to revive 
some ont style of ancient art that might 
again become a national style of archi¬ 
tecture. It would, indeed, no doubt be 
better, if we must spe^ in a dead lan¬ 
guage, to agree to use only one, instead of 
our present confusion of tongues: but what, 
after all? is the adopting of this principle 
at all but to engage once again in the re¬ 
planting of a full-grown tree—the mistake 
of the Renaissance and the Gothic revival 
repeated ? Such things never take firm root 
or establish healthy growth which lives and 
goes on of its own vitality. They never 
succeed in obtaining a natural, national 
sympathy and acceptance. The move¬ 
ment is a scholarly and academic one, and 
the art so remain^. The reaction against 
it is always, a return* to materials, and 
almost always the first result of this is a 
revival of simplicity. People get tired of 
being surrounded with elaborate mould¬ 
ings and traceries and other architectural 

239 


Of Archi¬ 
tectural 
Fitness 



Of Archi¬ 
tectural 
Fitnew 


features, which are not the natural growth 
of their own day but of another day Jong 
since dead, which had other thoughts and 
moods, feelings and aspirations. “ Let us 
have straightforward ‘masonry and simple 
openings, and ornament them <;yith some¬ 
thing from Nature.” 

So in Iche very midst of the pampered 
and enervated over-refinement of Roman 
decay, Constantine did something more 
than merely turif the conquering eagle 
back, against the course of the heavens, 
for which Dante seems to blame him,* 
when he established his capital ai Byzan¬ 
tium; for there at once upon the new 
soil, and in less than a single century, 
sprang to«life again all the natural modes 
of building and decoration that, despised 
as barbaric, had hcen ignored and for¬ 
gotten amid the Roman luxury and sham. 

It is a curious feature of these latest 
days of ours that this searching after 
sincerity should seem to be leading us 
towards a similar revival; taking even 
lerj much the same 'forms. We went 
back, at the time of the Gothic revival, 
to the forgotten Gothic art of stained- 
glass; now tired, as it would seem, of 
' Paradise, canto vi. i. 
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the ^insincerity and mere spirit of imita- 
rton with, which it and similar arts have 
been practised, a number of us appear to 
be ready to throjwjit aside, along with 
scholarly mouldings and tracerip, and 
build our'arts afresh out of the ground, 
as was done by the Byzantines,,with plain 
brickwork, mosaic, and matthed slabs of 
marble. Definite examples in recent archi¬ 
tecture will occur to the»reader. But I am 
thinking less of these—which for the most 
part are deliberate and scholastic revivals 
of a parycular style, founded on the study 
of previous examples and executed on rigid 
academic methods—than of what appears 
to be a widespread awakening tc^principles 
of simplicity, sincerity, and common sense 
in the arts of building generally. Signs 
are not wanting of a revived interest in 
building—a revived interest in materials 
for their own sake, and a revived practice 
of personally working in them and_ ex¬ 
perimenting with them. One calls to 
mind examples of these things, growing 
in number daily—plain and strong fur¬ 
niture made with the designer’s own 
hands and without machinery, and en¬ 
joyed in the making—made for actual 
places and personal needs and tastes; 
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houses built in the same sfiirit by archi¬ 
tects who condescend to be m^ons also"; 
an effort here and an effort there to revive 
the common ways of building that used 
to prevail—and not so long ago—^for the 
ordinary houang and uses m country¬ 
folk and ^ountry-^life, and which gave us 
cottages, bartis, and shgds throughout the 
length and breadth of the land; simple 
things for simple needs, built by simple 
men, without self-consciousness, for actual 
use and pleasant dwelling; traditional 
construction and the habits of,, making 
belonging to the country-side. These 
still linger m the time-honoured ways 
of makipg the waggon and the cart 
and the plough; but they have vafiished 
from architecture and building except in 
so far as they are being now, as I have 
said, consciously and deliberately revived 
by men who are going back from academic 
methods, to found their arts once more 
upon the actual making of things with 
/.heir own hand and Us their hand and 
materials will guide them. 

This was wjiat happened in the time 
to which I have referred: in the dawn 
of the Christian era and of a new civilisa¬ 
tion ; and it has special interest for us of 
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to-day, because it was not a case of an OfArchi- 
iflfant or javage race, beginning all things tectural 
from seed; but fhe revival, as in Sparta, 
centuries before .it^ of simplicity and 
sincerity of, life, in the midst of enerva¬ 
tion, luxury, and decay. 

This seems our hope Tor the future. 

There has alrejdy gathefcd together 
in the great field of the arts of to-day 
a little Byzantium of the crafts setting 
itself to learn from the beginning how 
things are actually made, how built, 
hammer^, painted, cut, stitched; casting 
aside theories and academical thought, 
an^ founding itself upon simplicity, and 
sincerity, and materials. And th; architect 
who dbndescends, or, as we should rather 
say, aspires, to be a builder and a master- 
mason, true director of his craft, will, if 
things go on as they seem now going, 
find in the near /uture a band around 
him of other workers so minded, and 
will have these bright tools of the’ac¬ 
cessory crafts ready tOi his hand. Thi^ 
it is, if anything, that will solve all the 
vexed questions of “style,” and lead, if 
anything will, to the art of the times to 
be. For the reason why the nineteenth 
century complained so constantly that it 
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Of Archi- had “ no style of architecturt ” was surely 
teetural because it had every style of afchitectufe, 
and a race of architects' who could design 
in every style becaitsft they could build 
in no ,style; knew by practifal handling 
and tooling nothing of the real natures 
and capacities of* stone or brick or wood 
or glass; reteived no triticism from their 
materials; whereas these should have 
daily and hourly moulded their work 
and formed the very breath of its life, 
warning and forbidding on the one hand, 
suggesting on the other, and sc^ directing 
over all. 

I have thought fit, dear student^ to 
touch on,these great questions in passing, 
that you may know where you 'stand; 
but our real business is with ourselves; 
to make ourselves so secure upon firm 
standing ground, in our own particular 
province, that when tjie hour arrives, it 
may find in us the man. Let us there¬ 
fore return again from these bright hopes 
Vto consider those p^ticular details of 
architectural fitness which are our proper 
'business as wo^-kers in glass. 

What, then, in detail, are the rules 
that must guide us in placing windows 
in ancient buildings? But first—way we 
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place wmaows>m ancient Duiiamgs at aiir ut Arciu- 

“"No*” sa^ some; “because we have no wrtural 

right to touch the'past; it is ‘restoration,’ 

a word that has co-^erpd, in the past,” they 

say (and w^ must agree with them), “ a 

mass of artistic crime never to be ej(piated, 

and of Joss never to be rfipaired.” “ Yes,” 

say others, “ because new churches will be 

older in half-an-hour—half-an-hour older; 

for the world has moved, and where will 

you draw the line ? Also, glass has to be 

renewed, you must put in something, or 

some one must.” 

Let each decide the question for him¬ 
self ; but, supposing you admit that it is 
permissible, what are the proper restric¬ 
tions &nd conditions ? 

You must not tell a lie, or “match” 
old work, joining your own on to it as 
if itself were old. 

Shall we work in the style of the “ New 
art,” then—“ /’art Nouveau ” ? the style 
of the last new poster? the art-tree,'the 
art-bird, the art-squirip, and the ace of 
spades form of ornament ? 

Heaven in mercy defend us and forbid 
it! 

Canopies are venerable ; thirteenth-cen¬ 
tury panels and borders are venerable, the 
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Of Archi- great traditional vestments* are so, and 
tertural liturgy, and symbolism, and ceremony. 
Fitness These are not things of one age alone, 
but belong to all ti/nf. Get, wherever 
possible, authority on all these^ points. 

Must we work in a “stylef,” then—a 
• “ Gothic ” style ? ' 

No. 

What rule, then ? 

It is hard to formulate so as to cover 
all questions, but something thus:— 

Take forms, and proportions, and scale 
from the style of the church you are to 
work in. 

Add your own feeling to it from— 

(1) The feeling of the day, but the 
best and most reverent feeling. ‘ 

(2) From Nature. 

(3) From (and the whole conditioned 
by) materials and the knowledge of 
craft. 

Finally, let us say that you must con- 
sidet each case on its merits, and be ready 
even sometimes perhaps to admit that the 
old white glass may be bettel for a certain 
position than your new glass could be, 
while old stained-glass, of course, should 
always be sacred to you, a thing to be 
Ifft untouched. Even where new work 
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seems justifiable and to be demanded, 
proceed as if treading on holy ground. 
Do not try crude experiments on vener¬ 
able and beautiful buildings, but be 
modest and reticlnl; know the styles of 
the past Aoroughly and add y aur own 
fresh feeling to them reverently. And 
in thought do not think ij nbcessary to* 
be novel in order to be original. There 
is quite enough originality in making a 
noble figure of a saint, or treating with 
reverent and dignified art some actual 
theme of Scripture or tradition, and 
working into its detail the sweetness of 
nature and the skill of your hands, with- 
cfut going into eccentricity for the sake 
of novelty, and into weak allegory to 
show your originality and independence, 
tired with the world-old truths and laws 
of holy life and noble character. And 
this leads us to the point where we must 
speak of these deep things in the great 
province of thought. 


Of Archi¬ 
tectural 
Fitneaa 
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CHAPTERr XVIII 


r 

OF TllOUGHT, IMAGINATION,' AND 
ALLtGORY 

Df Thought, “ The first thing one 'should demand of 

Imagination, a man who calls himself an artist is that 
he has something to say, some truth to 
teach, some lesson to enforce. Don't you 
think sot" 

Thus once said to me an artist? of re¬ 
spectable attainment'. 

“ I don't care a hang for subject; give mi 
good colour, 'composition, fine effects of l^ht, 
skill in technique, that's all one wants. Don't 
you think so ? " 

Thus once said to me a member of 
a window - committee, himself also an 
artist. 

To‘both I answered, and would answer 
with all the emphasis possible—No! 

The first duty of an artist,.as of every 
other kind of worker, is to know his 
business; and, unless he knows it, all 
the “truths” he wishes to “teach,” ajid 
the lessons he wishes to enforce, are but 
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degraded and* discredited in the eyes of Of Thought, 
menty his bungling advocacy. Imaginution, 

On the other hand, the artist who has 
trained himself to ^pfak with the tongues 
of angels and after all has nothing to say, 
is also, to ftie, an imperfect being. ‘ What 
follows is written, as the whol^ book is 
written, for the young studtnt, just be¬ 
ginning his career and feeling the pres¬ 
sure and conflict of these questions. For 
such I must venture to discuss points 
which the wise and the experienced may 
pass by. 

The present day is deluged with alle¬ 
gory; and the first thing three students 
out of four wish to attempt when they 
arrive«at the stage of original art is the 
presentation, by figures and emblems, of 
some deep abstract truth, some problem 
of the great battle of life, some force of 
the universe that they begin to feel around 
them, pressing upon their being. Forty 
years ago such a thing was hardly heard 
of. In the sketching-flubs at the Aca¬ 
demies of that day, the historical, the 
concrete, or the respectably pious were all 
that one ever saw. We can hardly realise 
it, the art of the late sixties. The pre- 
Raphaelite brotherhood, as such, a thing 
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OfThought, of the past, and seemingly leaving few 
ImaginatioD, imitators. Burne-Jones just heard of* as* 
strange, unknown arti8t,*who w6uldn’t ex¬ 
hibit his pictures, but t^o had done some 
queer new kind of stained-glass windows 
at Lyntlhurst, which one might perhaps 
be curious to set when we went (as of 
course we nvist) to worship “ Leighton’s 
great altar-piece.” Nay, ten years later, 
at the opening of, the Grosvenor Gallery, 
the new, imaginative, and allegorical art 
could be met with a large measure of 
derision, and Punch could write, regarding 
it, an audacious and contemptuous parody 
of the “Palace of Art”; while, abroad, 
Botticelli’s Primavera hung over a dobr, 
and the attendants at the Vffiziit were 
puzzled by requests, granted grudgingly 
{if granted), to have his other pictures 
placed for copying and study! Times 
have altogether changed, and we now see 
in every school competition—often set as 
the 'subject of such—abstract and allego¬ 
rical themes, demanding for their adequate 
expression the highest and deepest thought 
and the noblest mood of mind and views 
of life. 

It is impossible to lay down any bard 
and fast rule about these things, for each 



case must difSer. There is such a thing as OfThought, 
genius, and where that is there is but small Iniagination, 
question of rules or even of youth or age, 
maturity or immatuijty. And even apart ^ 

from the question of genius the mind of 
childhood'is a very precious thilig, and 
“the thoughts of yoifth are l^ng, long 
thoughts.” Nay, the mere fact of youth 
with its trials, is a great thing; we shall 
never again have such a chance, such 
fresh, responsive hearts, such capacity for 
feeling — for suflFering — that school of 
wisdom and source of inspiration! It is 
well to record its lessons while they are 
frfsh, to jot down for ourselves, if we 
can, something of the passing hours; to 
store up their thoughts and feelings for 
future expression perhaps, when our 
powers of expression have grown more 
worthy of them; but it is not well to 
try to make universal lessons out of, or 
universal applications of, what we haven’t 
ourselves learned. Our own pi'oper 
lesson at this time, is to learn our 
trade; to Strengthen our weak hancfs 
and train the ignorance of our mind to 
knowledge day by day, strenuously, and 
only spurred on by the deep stirrings of 
thought and life within us, which geneij- 
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Of Thought, ally ought to remain for. the present 
Imaginatbn, unspoken. ' • 

A great point of happiness in' this dan- 
* ^ gerous and critical tiipe is to have a 
definite trade; learnt in its completeness 
and prattised day by day, step by step, 
upwards from its elements, in constant 
subservience t.to wise and kind master¬ 
ship. This indeed is 'a golden lot, and 
one rare in these,days; and perhaps we 
must not look to be sc shielded. This 
was the sober and happy craftsmanship of 
the Middle Ages, and produced for us 
all that imagery and ornature,* instinct 
with gaiety and simplicity of heart, which 
decorates, where the hand of the ruthless 
restorer has spared it, the churchet and 
cathedrals of Europe. 

But in these changeful days it would be 
rash indeed to forecast where lies the 
sphere of duty for any individual life. It 
may lie in the reconstruction by solitary, 
personal experiment, of some forgotten 
art or system, the quiet.laying of founda¬ 
tion for the future rather Aan building 
the monument of to-day. Or perhaps the 
self-devoted lift of the seer may be the 
Age’s chief need, and it is not a Giotto 
tjjat is wanted for the twentieth century 
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but Dante'or a Blake, with the ac- 
cbmpanying destiny of having to prove 
as they dii— 


t “ si come sa di sale 
Lo pabe altrui, e coin’i duro callr 

Lo aceodere e’l salir pA 1 ’altrui scale,” ^ 

s 

But, however these things be, whether 
working happily in hjirmony with the 
scheme of things around us, and only con¬ 
cerned to give it full expression, or not; 
whether we are the fortunate apprentices 
of a wfll-taught trade, gaining secure 
and advancing knowle'dge day by day, 
or whether we are lonely experimen¬ 
talists, wringing the secret fron! reluctant 
Nature and Art upon some untrodden 
path; there is one last great principle that 
covers all conditions, solves all questions, 
and is an abiding rock which remains, 
unfailing foundation on which all may 
build; and that is the constant measuring 
of our smallness against the greatness of 
things, a thing which, done in the riglft 

“ how &stes of salt 

The bread of others, and how is hard the passage 
To go down and to go up by other’s stairs.” 

— Parodist, xvii. 58. 

253 


OfTbou^t, 

Imagination, 

and 

Allegory 



Of Thought, 
Imagination, 
and 

Allegory 


spirit, does not daunt, but inspires. For 
the greatness of all things is ours fot the 
winning, almost for the asking.' 

The great imaginative poets and thinkers 
and artists of the mid-nineteenth century 
have drawn aside for us the* "curtain of 
the world behind ■ the veil, and he would 
be an ambitious man who would expect 
to set the mark higher' in type of beauty 
or depth of feeling, than they have placed 
it for us; but all must hope to. do so, 
even if they do not expect it; for the 
great themes are not exhausted or ever 
to be exhausted; and the storehouse of 
the great thought and action of the past 
is ever open to us to clothe our naked¬ 
ness and' enrich our poverty; v/e, need 
only ask to have. 

“ Ah! ” said Coningsby, “ I should like 
to be a great man.” 

The stranger threw at him a scrutinis¬ 
ing glance. His countenance was serious. 
He • said in a voice of almost solemn 
melody— 

‘ “ Nurture your mind »with great 
thoughts. To believe in the heroic 
makes heroes.’^' 

All the great thoughts of the world 
‘ Coningsby, Book iii. ch. L 
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are jtored up* in books, and all the great Of Thought, 
tfooks of^ the world, or nearly all, have luiagination, 
been translated into English. You should ^ 
make it a systematic part of your life to ^ 

search thesf things out and, if only by a 
page or two, try how far they fit your need. 

We do not enough realise hoj)v wide a 
field this is, how, great an -undertaking, 
how completely unattainable except by 
carefully husbanding cmr time from the 
start, how impossible it is in the span of 
a human life to read the great books 
unless w^ strictly save the time which so 
many spend on the littlp books. Ruskin’s 
words on this subject, almost harsh in 
their blunt common sense, bring,the matter 
homt so well that I cannot refrain from 
quoting them.‘ 

“Do you know, if you read this, that you 
cannot read thaf—that what you lose to¬ 
day you cannot gain to-morrow? Will 
you go and gossip with your housemaid, 
or your stable-boy, when you may* talk 
with queens and kings; or flatter your¬ 
selves that it’is with any worthy conscious¬ 
ness of your own claims, to respect that 
you jostle with the common crowd for 
entrfe here, and audience there, when all 
‘ “ Sesame and Lilies,” Lecture 1. 
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Of Thought, the while this eternal court is open to you, 
with its society wide as the world, multi- 
Allegory tudinous as its days, the chosen, and the 
mighty, of every pla,ce( and time ? Into 
that you may enter always; ;n that you 
may talfe fellowship and rank according to 
your wislj,; from that, once entered into 
it, you can never be outcast but by your 
own fault; by your aristocracy of com¬ 
panionship there, <your own inherent aris¬ 
tocracy will be assuredly tested, and the 
motives with which you strive to take 
high place in the society of the living, 
measured, as to aH the truth and sincerity 
that are in them, by the place you desire 
to take in this company of the Dead.” 

This is the great world of books that 
is open to you; and how shall you find 
your way in it, in these days, amongst the 
plethora of the second and third and 
fourth rate, shouting out at you and be¬ 
sieging your attention on every stall ? It 
is no more possible to give you entire 
guidance towards this than to give com¬ 
plete advice on any other prdblem of life; 
your own nature must be your guide, 
choosing the good and refusing the evil 
in the degree in which itself is good or 
cyil. But one may name some landmarks, 
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set up some guiae-posts, ana the best of all ut i hought, 
jjiidtince surely is not that of a guide-post, ImsgiMtio”! 
but that of a guide, a kindly hand of one Allegory 
nrho knows the way, to take your hand. 

Do you ask for such a guide ? A man 
of our own' day, in full view of all its 
:juestions from the lofftest to jhe least, 
ind heart and soul engaged in them, with 
deep and sympathetic wisdom born of his 
own companionship wijh all the great 
thoughts of the ages? One surely need 
not hesitate a moment in naming as the 
one for our special needs the writer we 
have just^uoted. 

Scattered up and down the whole of 
his* works is constant reference to and 
comnvntary upon the great themes of 
all ages, the great creeds of all peoples. 

“Queen of the Air,” “Aratra Pente- 
lici,” “Ariadne Florentina,” “The Morn¬ 
ings in Florence,” “ St. Mark’s Rest,” 

“ The Oxford Inaifgural Lectures,” “ The 
Bible of Amiens,” “ Fors Clavigera.” * 

With these as portals you can enter by 
easy steps into the whole universe of* 
great things; the divine myth and sym 
holism of the old pagan woHd (as we call 
it) and of more recent Christendom; all 
the makers of ancient Greece and Italy^ 
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OfThought, and of our own England,; worship and 
Imagination, kingship and leadership, and the 'high 
thought and noble deed of’ all times. 

® ^ And clustering in groups round these 
centres is the world of books. All Theo¬ 
logy, Philosophy, Poetry, Sacfad History; 
Homer, ^Plato, Virgil, the Bible, and the 
Breviary. The great doctors and saints, 
kings and heroes, fleets and painters, 
Gerome and Dqminic and Francis; St 
Louis and Coeur - de - Lion; Dante, St. 
Jerome, Chaucer, and Froissart; Bot¬ 
ticelli, Giotto, Angelico; the “Golden 
Legend ”; and many another Indent or 
modern legend ahd story or passage from 
the history of some great and splendid 
life, or illuminating hint upon the beauties 
of liturgy and symbolism. They, and a 
hundred other things, are all gathered up 
and introduced to us in Ruskin’s books; 
and we are shown them from the exact 
standpoint from whic'h they are most 
likely to appeal to us, and be of use. 
There never was a great world made 
*80 easy and pleasant of entrance for the 
adventuring traveller; you have only to 
enter and takb possession. 

Do you incline towards myth and sym¬ 
bolism and allegory — the expresdon of 
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abstract thought by beautiful figures ? Of Thought, 
Rea'd the myths of Greece expounded to Irnaginatioo, 
you in tfieir exquisite spirituality in the AiUmrv 
“Queen of the Air.” Or is your bent 
devotion and the devout life, expressed 
in thrilling story and gorgeous • colour ? 

Read, say, the life of St. C^herine or 
of St. George in the “Golden Legend.” 

Or are you in Idve, and would express 
its spring-time beauty/ Translate into 
your own native language of form and 
colour “ The Romaunt of the Rose.” 

For the great safeguard and guide in the 
perilous Torest of fancy is to find enough 
interest in the actual facts of some history 
or the qualities of some heroic character, 
whether real or fabled, round which at 
first you may group your thought and 
allegory. Listen to and try to 

formulate and illustrate /ieir meaning, 
not to announce ^our own. Do not set 
puzzles, or set things that will be puzzling, 
without' the highest and deepest re*ons 
and the apostleship urgently laid upon 
you so to do*—but let your allegory sur¬ 
round some definite subject, so that men 
in general can see it and lay, “ Yes, that 
is so and so,” and go away satisfied rather 
than puzzled and affronted; leaving thf 
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OfThonght, inner few for whom you reaily speak, the 
^"**^®**°“> hearts that, you hope, are waiting for yoifr 
Allegory ^^^^ssage, to find it out (ind you need have 
no fear that they wiJJ do so), and to say, 
“ Yes, that means so and so, ,and it is a 
good tfiought.” 

• For, remember always that, even if you 
conceive thatTyou have a mission laid upon 
you to declare Truth, it is most sternly 
conditioned by ar. obligation, as binding 
as itself and of as high authority, to set 
forth Beauty: the holiness of beauty 
equally with the beauty of holiness. No 
amount of good intent can make up for 
lack of skill; it is your business to knpw 
your business. Youth always would begin 
with allegory, but the ambition of the good 
intention is generally in exactly the reverse 
proportion to the ability to carry it out in 
expression. But the true allegory that ap¬ 
peals to all is the prejentment of noble 
natures and of noble deeds. Where, for 
most people at any rate, is the “ allegory ” 
jp the Theseus or the Venus of Milo? 
Yet is not the whole race' of man the 
better for them? 

Work, therefore, quietly and continu¬ 
ally at the great themes ready set for you 
in the story of the past and “ understanded 
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of the people,” while you are patiently OfThooght, 
strengthening and maturing your powers Imagination, 
of art in .safety, sheltered from yourself, . 
and sheltered from the condemnation due 
to the too presumptuous assumption of 
apostleshig.. For it is one thing Jo stand 
forth and say, “ I have a message to deliver 
to the world,” and quite anotlter to say, 

“ There is such a message, and it has fallen 
to me to be its mouthpiece; woe is me, 
because I am a man of unclean lips.” It 
is needless, therefore—nay, it is harmful 
—to be always breaking your heart against 
tasks b^ond your strength. Work in 
some little province; 'get foothold and 
grow outwards from it; go on from 
weakness to strength, and then from 
strength to the stronger, doing the things 
you can do while you practise towards the 
things you hope to do, and illustrating im¬ 
personal themes until the time comes for 
you to try your ewn individual battle in 
the great world of thought and feebng; 
till, mature in strength equal to the por¬ 
trayal of gre^t natures,‘the Angels of God 
as shown forth by you may be recog¬ 
nised as indeed Spirit, and His Ministers as 
flaming Fire. 

There is even yet one last word, and 
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DfThought, that is, in all the minor symbolism sur- 
ImagiDatioD, rounding your subjects, to observe a’due 
proportion. For you mayeasily Ife tempted 
egory allow some beautifuj, little fancy, not 
essential to the subject, to lind expression 
in a form or symbol that Vill thrust 
itself unduly on the attention, and will 
only puzzle And distract. 

Never let little things come first, and 
never let them bp allowed at all to the 
damage, or impairing, or obscuring of the 
simplicity and dignity of the great things; 
remembering always that the first function 
of a window is to have stately arid seemly 
figures in beautiful glass, and not to arrest 
or distract the attention of the specta¬ 
tor with pfizzles. Given the great themes 
adequately expressed, the little fancies may 
then cluster round' them and will be 
carried lightly, as the victor wears his 
wreath; while, on the other hand, if these 
be lacking no amount of symbolism or at¬ 
tribute will supply their place. “ Cucullus 
non facit monachum" as the old proverb 
says—“It is not the hood- that makes 
the monk,” but the ascetic face you depict 
within it. Indded, rather beware of trust¬ 
ing even to the ordinary, well-recc^nised 
symbols in common use, and being misled 
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by them to •think you have done some- OfThoaght, 
thing you have not done; and rather Imagination, 
withhold'these until the other be made 
sure. Get your figures dignified and your ® ^ 
faces beautiful; show the majesty or the 
sanctity that you are aiming at'iu these 
alone, and your saint ’will be /ecognised , 
as saintly without his halo •of glory, and 
your angel as angelic without his tongue 
of flame. . 

In my own practice, when drawing from 
the life, I make a great point' of keeping 
back alf these ornaments and symbols of 
attribute, until I feel that my figure alone 
, expresses itself fully, as far as my powers 
go, without them. No ornament upon 
the robe, or the crosier, or the sword; 
above all, no circle round the head, until 
—the figure standing out at last and 
seeming to represent, as near as may be, 
the true pastor or warrior it claims to re¬ 
present—the moment arrives when 1 say, 

“Yes, I have done all J can ,—now he may 
hare his niiAbus! ” 



CHAPTER XIX 


Of General 
Conduct 
and Pro¬ 
cedure 


Of General Conduct and, Pfocedure—Amount of 
Legitimate Assistance—The Ordinary Practice 
—Tl!e Great Rule—The Second Great Rule— 
Four Things to Observe—Artvi. Routine—The 
Truth if the Case—The Penalty of Virtue in 
the Matter*—The Coijipensating Privilege— 
Practical Applications—An Econonw of Time 
in the Studio—Industry—Work “To Order”' 
—Clients and Patrons—And Requests Reason¬ 
able and Unreasonable—The Chief Difficulty the 
Chief Opportunity—But ascertain all Conditions 
before starting Work—Business Habits—Order 
—Accuracy—Setting out Cartoon F^rms—An 
Artist must Dreatn—But Wake—Three Plain 
Rules. ' 

Havikg now described, as well as I can, 
the whole of your equipment—of hand, 
and head, and heart—your mental and 
technical weapons for the practice of 
stained-glass, there now follow a few 
simple hints to guide you in the use of 
them; how best to dispose your forces, 
and on what to employ them.. This must 
be a very broken and fragmentary chapter, 
full of little everyday matters, very differ¬ 
ent to the high themes we have just been 
trying to discuss—and relating chiefly to 
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your conduct .of the thing as a business, Of General 
ai}d 7our relationships with the interests Conduct 
that surromnd yon; modes of procedure, 
business hints, practical matters. I am 
sorry, just as you wefe beginning (I hope) 
to be warHftd to the "subject, a:^ fired 
with the high ambitions that it suggests, 
to take and toss you into thg cold world 
of matter-of-fact things; but that is life, 
and we have to face it. Open the door 
into the cold air and let us bang at it 
straight away! 

Now there is one great and plain ques¬ 
tion that*contains all the rest; you do 
not see it now, but you 'will find it facing 
yoli before you have gone very far. The 
great .question, “ Must I do it ill myself, 
or may I train pupils and assistants ? ’’ 

Let us first amplify the question and 
get it fairly and Ailly stated. Then we 
shall have a better chance of being able 
to answer it wisely". 

1 have descr’ibed or impUed elsewhere 
the usual practice,in the matter amongst 
those who produce s’tained-glass on i 
large scale. In great establishments the 
work is divided up into'branches; de¬ 
signers, cartoonists, painters, cutters, lead- 
workers, kiln-men: none of whom, as a 
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rule, know any branch of the work except 
their own. 

Obviously one of the principal conten¬ 
tions of this book is against the idea that 
such division, as practised, is an ideal 
methodt 

On th^ other hind, you will gather that 
the writer himself uses the service of 
assistants. 

While in the r plates at the end are 
examples of glass where everything has 
been done by the artists themselves 
(Plates I., II., III., IV., VII.). 

I must freely confess that wKen I first 
saw in the work of these men the beauty 
resulting from the personal touch of the 
artist on ‘the whole of the cutting and 
leading, a qualm of doubt arose whether 
the practice of admitting any other hand 
to my assistance was not a compromise to 
some extent with absolute ideal; whether 
it were not the only right plan, after all, 
to do the whole oneself; to sit down 
to the bench wi^ one’s drawing, and 
pick out the glass, piece by piece, on its 
merits, carefully considering each bit as 
it passed through hand; cutting it and 
trimnung it affectionately to preserver its 
l^auties, and, later, leading it into its 
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place with thisker or thinner lead, in the 
satne’careful spirit. But I do not think 
so. I fanty the "truth to be that the 
whole business should be opened up to all, 
and afterwards each should gravitate to 
his place by natural fitness. For the car¬ 
toonist once having the whole crafty requires 
more constant practice in tdrawing to 
keep himself a go6d cartoonist than he 
would get if he also did all the other 
work of each window; quantity being in 
this matter even essential to quality. I 
think we must look for more monumental 
figures, achieved by the delegation of 
mipor craft matters, in sKort, by co-opera¬ 
tion. Nevertheless, I have never felt less 
certainty in pronouncing on anjf question 
of my craft than in this particular matter; 
whether, to get the best attainable results, 
one should do the whole of the work one¬ 
self. On the other hand, I never felt more 
. • • . • 
certainty in pronouncing on any question 

of the craft, than now in laying down as 
an. absolute rule and cpndition of doin^ 
good work aft all: that one should be 
able to do the whole of the work oneself. 
That is the key to the v^hole situation, 
but it is not the whole key; for follow¬ 
ing close upon it comes the rule thaj 
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Of Geoeral springs naturally out of it i that, being a 
Conduct master oneself, one must make it ‘one’s 
object to train all assistants towards 
mastership also: to gy^e them the whole 
ladder to climb. This at least has been 
the case with the work of my*own which 
is shown in the other collotypes. There 
has been assistance, but every one of those 
assisting has had the dpportunity to learn 
to make, and according to the degree of 
his talent is actually able to make, the 
whole of a stained-glass window himself. 
There is not a touch of painting on any 
of the panels shown which is notf by a hand 
that can also cut and lead and design and 
draw, and perform all the other offices 
pertaining to stained-glass noted in the 
foregoing pages. 

Speaking generally, I care not whether 
a man calls himself Brown, or Brown and 
Co., or, co-operating with others, works 
under the style of Brown, Jones and 
Robinson, so long as he observe four 
things. 

'• (i) Not to direct what he cannot 
practise; 

(2) To makte masters of apprentices, or 
aim at making them; 

(3) To keep his hand of mastery over 
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the whole wosk personally at all stages; 
and ’ 

(4) To he prepared sometimes to make 
sacrifices of profit for the sake of the Art, 
should the interests of the two clash. 

Such an.(Jne we must call an artist, a 
master, and a worthy craftsman. It is 
almost impossible to describe.the deaden¬ 
ing influence whiclf a routine embodying 
the reverse of these four things has upon 
the mind of those who should be artists. 
Under this influence not only is the sub¬ 
division of labour which places each succes¬ 
sive operation in separate hands accepted 
as a matter of course, bilt into each opera¬ 
tion itself this separation imports a spirit 
of lassitude and dulness and ctimpliance 
with false conditions and limited aims 
which would seem almost incredible in 
those practising what should be an inspir¬ 
ing art. To men so trained, so employed, 
all counsels of peffection are foolishness; 
all idea of tentative work, experiment, 
modification while, in progress, is looked 
upon as mere delusion. To them work 
consists of a series of never-varied formulas, 
all fitting into each other and combined to 
aim at producing a definite result, the like 
of which they have produced a thousand 
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times before and will produce a thousand 
times again. • ^ 

“With us,” once said, to a friend of 
the writer, a man so trained, “ it’s a matter 
of judgment and experience. It’s all non¬ 
sense {his talk about seeing, work at a 
distance and against the sky, and so forth, 
while as‘to the ever taking it down again 
for re-touching after ance erecting it, that 
could only be done by an amateur. We 
paint a good dkl of the work on the 
bench, and never see it as a whole until 
it’s leaded up; but then we know what 
we want and get it.” *i 

“ We know what we want 1 ” To what 
a pass have we come that such a thing 
could bo spoken by any one engaged 
in the arts! Were it wholly anS uni¬ 
versally true, nothing more would be 
needed in condemnation of wide fields 
of modern practice in the architectural 
and applied arts, for,* most assuredly it 
is 4 sentence that could never be spoken 
of any one worthy of the name of artist 
that ever lived. Whence wpuld you like 
instances quoted ? literature ? Painting ? 
Sculpture.? Music? Their name is legion in 
the history of all these arts, and in the lives 
of the great men who wrought in them. 
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For a taste— 

Did Michael Angelo “know what he 
wanted” wjien, half-way through his figure, 
he found the block not large enough, and 
had to make the ifmb too short ? 

Did Beefboven know, when he evolved 
a movement in one of his concerted pieces 
out of a quarrel with his landftdyr and 
another, “from singing or rather roaring 
up and down the scale,” until at last he 
said, “ I think I have found a motive ”— 
as one of his biographers relates ? Tenny¬ 
son, when he corrected and re-corrected his 
poems frim youth to his death ? DUrer, 
the precise, the perfect able to say, “It 
cannot be better done,” yet re-engraving a 
portion of his best-known plate, afld frankly 
leaving the rejected portion half erased?^ 
Titian, whose custom it was to lay aside 
his pictures for long periods and then 
criticise them, imagining that he was 
looking at them’“with the eyes of his 
worst enemy”? 

There is not, I suppose, in the English 
language a ipore ’ “ perfect ” poem than 
“ Lycidas.” It purports to have been 
written in a single day, and its wholeness 
and unity and crystalline completeness 

* “Ariadne Florentina,” p. 31. 
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ut lienerai give gooQ coiour zo me rjjiougni mat it 
Conduct probably was so. 
and Pro- ^ ^ 

cedure << Thus sang the uncouth' swain to the oaks and rills, 
'While the still moru went out with sandals gray; 

He touched the tender ftops of various quills, 

With eager thought warbling hisrijoric lay: 

And now the sun had stretched out all the hills. 
And npw was dropt into the western bay: 

At last he rote, and twitched his mantle blue; 

To-morrow, to fresh wootfii and pastures new.” 

Yet, regarding it, the delightful Charles 
Lamb writes:'— 

“I had thought of the Lycidas as of a 
full-grown beauty,—as springing with all 
its parts absolute,-v-till, in evil hour, I was 
shown the original copy of it, together 
with the Qther minor poems of its author, 
in the library of Trinity, kept like some¬ 
thing to be proud .of. I wsh they had 
thrown them in the Cam, or sent them, 
after the later cantos of Spenser, into the 
Irish Channel. How i/: staggered me to 
see the fine things in their ore!—inter¬ 
lined, corrected, as if their words were 
Ciortal, alterable, displaceable at pleasure; 
as if they might have been otherwise, and 
just as good; %s if inspiration were made 
up of parts, and those fluctuating, succes- 

■ “A Saturday’s Dinner." 
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sive^ indifFereflt! I will never go into the 
workshop of any great artist again, nor 
desire a light of his picture, till it is 
fairly off the easul;, no, not if Raphael 
were to be alive again, and painting 
another Gliatea.” ^ * 

But the real truth of the caee is that 
whatever “ inspiration ” m^y be, and 
whether or not “made up of parts,” it, 
or man’s spirit and will in all works of 
art, has to deal with things so‘made up; 
and not only so, but also as described by 
the other words here chosen: fluctuating, 
successive, and indifferept. You have to 
de;?l with the whole sum of things all 
at once; the possible materijl crowds 
around the artist’s will, shifting, chang¬ 
ing, presenting at all stages and in all 
details of a work of art, infinite and con¬ 
tinual choice. “Nothing,” we are told, 
“ is single,” but ajl things have relations 
with each other. How much more, 
then, is it true that every bit of glass 
in a window is the centre of such rela¬ 
tions with ifs brother and sister pieces, 
and that nothing is final until all is 
finished ? A work of art is like a battle; 
conflict after conflict, manoeuvre after 
manoeuvre, combination after combin*- 
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tion. The general does not pin himself 
down from the outset to one plan of 
tactics, but watches the 4 eld aiid moulds 
its issues to his will,‘according to the 
yielding or the resistance of the opposing 
forces, keeping all things solvent until 
the combinations of the strife have woven 
together into a soluble problem, upon 
which he can launch tAe final charge that 
shall bring him back with victory. 

So also is all art, and you must hold all 
things in suspense. Aye! the last touch 
more or less of light or shade or colour 
upon the smallest,piece, keeping all open 
and solvent to the last, until the whple 
thing rushes together and fuses into a 
harmony. It is not to be done by ‘^judg¬ 
ment and experience,” for all things ait 
new, and there are no two tasks the same; 
and it is impossible for you from the out¬ 
set to “ know what you,want,” or to know 
it at any stage until you can say that the 
whole work is finished. 

“ But if we wo^k on these methods we 
shall only get such a smali quantity of 
work done, and it will be so costly done 
on a system like that you speak of! 
Make my assistants masters, and so rivals 1 
put a window in, and take it out again, 
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forsooth 1 ” What remedy or answer for Of General 
this ? Coodoct 

Well—Getting aside the question of the 
more or less genius—there are only two 
solutions that I can see:—an increase in 
industry dr a possible decrease in profit, 
though much may be accomplished in 
mitigation of these hard conditions, if they 
prove too hard, by a good and economical 
system of work, and by time-saving appli¬ 
ances and methods. 

But, after all, you were not looking out 
for an easy task, were you, in this world 
of stress and strain tt) have the privi¬ 
leges of an artist’s life without its 
penalties.? Why, look you, you must 
remember that besides the business of 
“ saving your soul,” which you may share 
in common with every one else, jyou have 
the special privilege of enjoying for its own 
sake your personal is/ork in the world. 

And you must expect to pay' for that 
privilege at some corresponding personal 
cost; all the more so ia these days when 
your lot is 'so exceptional a fortune, 
and when to enjoy da^y work falls 
to so few. Nevertheless, when I say 
“enjoy” 1 do not mean that art is easy 
or pleasant in the way that ease is pleasant 
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Of General there is nothing harder; and the better 
Conduct the artist, probably the harder ^ is. But 
you enjoy it because of its privileges; 
because beauty is delightful; because you 
know t^hat good art does high and un¬ 
questioned service to man, and is even 
one of tlfe ways for the advancing of the 
kingdom of God. > 

That should be pleasure enough for 
any one, and compensation for any pains. 
You must learn the secret of human 
suffering—and you cin only learn it by 
tasting it—because it is yours, to point 
its meaning to others and to give the 
message of hope. • 

In this spirit, then, and within thes? 
limitations, must you guide your own 
work and claim the. co-operation of others, 
and arrange your relationships with them, 
and the limits of their assistance and your 
whole personal conduct and course of 
procedure;— 

To be yourself a master. 

To train others mp to mastery. 

To keep your hand over the whole. 

To work in a spirit of sacrifice. 

These things once firmly established, 
questions of procedure become simple. 
But a few detached hints may be given. 
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1 shall string, them together just as they 
cpme. 

An Econtmy of Time in the Studio. —Have 
a portion of your studio or work-room 
wall lined with thin"boarding—“picture¬ 
backing ” of ^ inch thick is enough, and 
this is to pin things on'to. Th^ cartoon 
is what you are busy upon; but you must 
“think in glass’’"all the time you are 
drawing it. Have therefore, pinned up, 
a number of slips of paper—a foolscap 
half-sheet divided vertically into two long 
strips I find best. 

On these write down every direction 
to the cutter, or thS painter, or the 
designer of minor ornament, the moment 
it conies into your mind, as yoif work at 
the charcoal drawing. If you once let 
the moment pass you will never remember 
these things again, but you will have them 
constantly forced back upon your memory, 
by the mistranslations of your intention 
which will face you when you first see your 
work in the glass., This practice is a huge 
saving of time—and of disappointment 
But you also want this convenient wall 
space for a dozen other needs; for tracings 
and shiftings of parts, and all sorts of 
essays and suggestions for alteration. 
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Of General That we should work always .—I hope it 
induct jj not necessary to urge the importance of 

*cedurr much use to work 

only when we feel inclined; many people 
very seldom do feil naturally inclined. 
Perhapt there are few thing® so sweet as 
, the triun^h of working through disinclina¬ 
tion till It is leavened through with the 
will and becomes enjoyment by becoming 
conquest. To york through the dead 
three o’clock period on a July afternoon 
with an ache in the small of one’s back 
and one’s limbs all a-jerk with nervous¬ 
ness, drooping eyelids, and a gfcneral in¬ 
clination to scream. At such a time. I 
fear, one sometimes falls back on ratner 
low and Sordid motives to act as a spur to 
the lethargic will. I think of the short¬ 
ness of the time, the greatness of the task, 
but also of all those hosts of others who, 
if I lag, must pass me in the race. Not 
of actual rivals—or goo'd nature and sense 
of comradeship would always break the 
vision—but of possible .and unknown ones 
whom it is my habit to club all together 
and typify under thef* style and title of 
“ that fellow Jdnes.” And at such a time 
it is my habit to say or think, “ Aha-l I 
^t Jones is on lus back under a plane 
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tree!”—or thoughts to that effect—and Of General 
grasp the charcoal firmer. Conduct 

It is habits and dodges and ways of 
thinking such as these that will gradually 
cultivate in you the ability to “ stand and 
deliver,” as*they say in the decorative arts. 

For, speaking now to the amatc/ir (if any 
such, picture-painter or student, are hesi¬ 
tating on the brink of an art new to them), 
you must know that .these arts are not 
like picture-painting, where you can choose 
your own times ai^d seasons: they are al¬ 
ways done to definite order and expected 
in a definite time; and that brings me to 
s^geak of the very important subject of 

Of Clients and Patrons. — If must, of 
<ourse, be left to each one to establish 
his own relations with those who ask 
work of him; but a few hints may be 
given. 

You will get many requests that will 
seem to you unreasonable and impossible 
of carrying out—some no doubt will really 
be so; but*at least consider them. Re¬ 
member what we said a little way back— 
not to be set on your owrf allegory, but to 
accept your subject from outside and add 
your poetic thought to it. And also whjit 
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in another place we said about keeping all 
“ solvent ”—so do with actual suggestion of 
subject and with the wisljes of yeur client: 
treat the whole thing ^ “raw material,” 
and all surrounding Questions as factors in 
one general problem. Here‘also Ruskin 
has a pregnant word of advice—as indeed 
where has h; not ?—“ A great painter’s 
business is to do what‘the public ask of 
him, in the way t^at shall be helpful and 
instructive to them.” ^ You cannot always 
do what people ask, but you can do it more 
often than a headstrong man would at first 
think. * 

I was once doing a series of small square 
panels, set at intervals in the height of some 
large, tall'windows, and containing Scrip¬ 
ture subjects, the intermediate spaces bein^ 
filled with “grisaille” work. The subjects, 
of course, had to be approximately on one 
scale, and several of them became very 
tough problems on account of this re¬ 
striction. However, all managed to slip 
through somehow till wg came to “Jacob’s 
tadder,” and there! stood firm, or perhaps 
I ought rather to say stuck fast. “ How is 
it possible,” I said to my client, “ that you 
can have a picture of the ‘ Fall ’ in ^one 
* “Aratra Pentelici,” p. 253. 
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panel with Itye s tigure talcing up almost Of General 
t|}e whole height of it, and have a similar Conduct 
panel with. Angels Ascending and Descend- 
ing’ up and down a ladder ? There are only 
two ways of doing it—to put the ladder far 
off in a la;:dscape, which would reduce it 
to insignificance, and besides be unsuitable 
in glass; or to make the angels the size of 
dolls. Don't you sue that it’s impossible ? ” 

No, he didn’t see that it was impossible. 

What he wanted was “Jacob’s Ladder” ; 
the possibility or otherwise was nothing to 
him. He said (whal: you’ll often hear said, 
reader, if* you do stained-glass), “ I don’t, 
of course, know anything about art, and I 
cah’t say how this could be done; that is 
the artist’s province.” • 

. it was in my younger days, and I'm 
afraid I must have replied to the effect 
that it was not a question of art but of 
common reason, and that the artist’s pro¬ 
vince did not extend to making bricks 
without straw or making two and. two 
into five; and the work fell through. But 
had I the same thing'to deal with now 
I should waste no words on it, but run 
the “ladder” right up out of the panel 
into the grisaille above; an opportunity 
for one of those delightful naive exceptions 



Of General of which old art is so full—like, for in- 
Conduct stance, the west door of St. Maclou jit 
Rouen, where the crow(J of falUng angels 
burst out of the tympaijum, bang through 
the lintel, defying architecture as they 
defied ^he first great Architect, and con¬ 
tinue thej^ fall amongst the columns below. 
“Angels D^cending,” by-the-bye, with a 
vengeance! And if the bad ones, why not 
the good ? I might just as well have done 
it, and probably it would have been the 
very thing out of the whole commission 
which would have prevented the series 
from being the tame things that such 
sometimes are. Ahyway, remember this— 
for I have invariably found it true—that- 
the chief i&fficulty of a work of art is qlways 
its chief opportunity. A thing can be looked 
at in a thousand and one ways, and some¬ 
thing dauntingly impossible will often be 
the very thing that will shake your jog¬ 
trot cart out of its rut, fhake you whip up 
your, horses, and get you right home. 

But 

Observe this—that all these wishes of 
the client should be most strictly ascer¬ 
tained beforehand; all possibility of mid¬ 
way criticism and alteration prevented. 
Thresh the thing well out in the pre- 
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litninary stages and start clear; as long 
a% it is raw material, all in solution, all 
hanging it* the balance—you can do any¬ 
thing. It is like “clay in the hands of 
the potter,” and you' can make the vessel 
as you plaaJe; “ Out of the san* lump 
making one vessel to honour an^, another 
to dishonour.” But when the work is 
half-done, when c6lour is calling out to 
colour, and shape to sljape, and thought 
to thought, throughout the length and 
breadth of the work; when the ideas and 
the clothing of them are all fusing to¬ 
gether intt) one harmony; when, in short, 
the thing is becoming that indestructible, 
unalterable unity which we call a Work 
of Art;—then, indeed, to be rdljuired to 
ohange or to reconsider is a real agony 
of impossibility; tearing the glowing web 
of thought, and form, and fancy into a 
a destruction never to be reconstructed, 
and which no piecing or patching will 
mend. 

There are rnapy minor points, but 
they are really so entirely matters of 
experience, that it hardly seems worth 
while to dwell upon thefti. Start with 
recognising the fact that you must try 
to add business habits and sensible an^ 
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economical ways to your .genius as an 
artist; in short, another whole side ,to 
your character; and keep that ever in 
view, and the details .will fall into their 
places. ‘ 

Hav^ Everything in Or(/i?r.-e-Every letter 
relating ^o a current job should be findable 
at a moment’s notice in an office “ letter 
basket,” rather wider than a sheet of fools¬ 
cap paper, and with sides high enough to 
allow of the papers standing upright in 
unfolded sheets, each group of them be¬ 
hind a card taller than the tallest kind of 
ordinary document, and bearin^along the 
top edge in large red letters—Roman 
capitals for choice—the name of the wofk: 
and it ifeed hardly be said that; these 
should be arranged in alphabetical ordet;. 
For minor matters too small for such 
classification it is well to have, in the front 
place in the basket, cards dividing the 
alphabet itself into abbut four parts, so 
that unarranged small matters can be still 
kept roughly alphabetical. When the 
Work is done, transfer all documents to 
separate labelled portfolios—a folded sheet 
of the thickest brown paper, such as they 
put under carpets, is very good—and.store 
them away for reference. Larger port- 
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folios for all 'templates, tracings, or archi- 
tetts’ details or drawings relating to the 
work. If’you have not a good system 
with regard to the ordering of these 
things, believe me the mere admin’stration 
of a very ihoderate amount of wdrk will 
take you all your day. i 

So also with measurement. 

ON ACCURACY IN KJEASUREMENT. 

In one of TurgeniefFs novels a Russian 
country proverb ia quoted — “Measure 
thrice, cut once.” It is a golden rule, 
and should be inscribed in the heart of 
every worker, and I will add one that 
springs out of it—“ Never trust f measure¬ 
ment unless it has been made by yourself, 
6 r for yourself—to your order.” 

The measurements on architects’ de¬ 
signs, or even working drawings, can 
never be trusted, for the dimensions of 
the built work. Even the builders’ tem¬ 
plates, by which the work was built, can¬ 
not be, for the masons knock these quite 
enough out, in actual building, to make 
your work done by these guides a misfit. 
Have your own measurements taken again. 
Above all, beware of trusting to the sup¬ 
posed verticals or horizontals in built work. 
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Of General especially in tracery. A thing may be theo- 
Conduct retically and intentionally at a certain 
*cediire' actually at, quite different 

one. If level is impoi^ant, take it your¬ 
self with spirit-level Und plumb-line. 

Witl} regard to accuracy of work in the 
shop, wh^re it depends on yourself and the 
system you observe, I cannot do better than 
write out for you here tlie written notice by 
which the matter, is regulated in my own 
practice with regard to cartoons. 

Rules to be Observed'in Setting out Forms 
for Cartoons. • 

“ In every case 6f setting out any form, 
or batch of forms, for new windows the 
truth of the first long line ruled must be 
tested by stretching a thread. » 

If the lath is proved to be out, it must 
at once be sent to a joiner to be accurately 
‘ shot,’ and the accuracy of both its edges 
must then be tested witfl a thread. 

The first right angle made (for the 
corner of the form) m,ust also be tested 
by raising a perpendicular, with a radius 
of the compasses not less than 6 inches 
and with a needle-pointed pencil, and by 
the subjoined formula and no other. • 
From a given point in a given straight 
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line to raise a perpendicular.* Let A B be 
the given straight line (this must be the 
long side of the form, .and thfe point B 
must be one corner of the base-line): it is 
required to raise from the point B a line 
perpendicular to the line A B! * 

(I) PiVlong the line A B at least 6 
inches beyond B (if there is not room 
on the paper, it must-be pinned on to 
a smooth board,, and a piece of paper 
pinned on, so as to meet the edge of it, 
and continue it to the Required distance). 

(i) With the centre B (the compass 
leg being in all cases placed with absolute 
accuracy, using a lens if necessary to pljce 
it) describe the circle C D E. 

(3) With the centres C and E, and with 
a radius of not less than 9 inches, describe 
arcs intersecting at F and G. 

(4) Join F G. 

Then, if the work ^las been correctly 
done, the line F G will pass through the 
point B, and be perpendicular to the line 
A B. If it does pot do so, the work is 
incorrect, and must be repeated. 

When the base and the springing-line 
are drawn on tfie form, the form must be 
accurately measured from the bottom Up- 
tjards, and every foot marked on both sides. 
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Such markings to be in fine pencil-lme, Of General 
arid to be drawn from the sides of the Conduct 
form to the extrepie margin of the paper, 
and you are not to trust your eye by laying 
the lath flat down and ticking off opposite 
the inch-n>a?ks, but you are to sfand the 
lath on its edge, so that the itjch-marks 
actually meet the paper, and then tick 
opposite to them. ' 

Also if there are ,any bars in the 
window to be observed, the places of 
these must be marked, and it must be 
made quite clear whether the mark is the 
middle ofl the bar or its edge; and all 
this marking must be‘done lightly, but 
very carefully, with a needle-pointed 
pencil.. * 

• In every case where the forms are set 
out from templates, the accuracy of the 
templates must be verified, and in the 
event of the base not being at right 
angles with the side, a true horizontal 
must be made from the comer which is 
higher than the other (the one therefore 
which has the obtuse angle) and marked 
within the untrue line; and all measure¬ 
ments, whether of feet, bafs, or squaring- 
out lines, or levels for canopies, bases, or 
any other divisions of the light, must b^ 
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made upwards from this> true level 

LINE.” 

These rules, I suppoSe, have saved me 
on an average an hour a day since they 
were drawn up; and, ma,rk you, an 
hour oi'^waste and an hour of worry i 
day—whfch is as good as saving a day’s 
work at the least. , 

An artist must dream; you will not 
charge me with 'undervaluing that; but 
a decorator must also wake, and have 
his wits about him! ' Start, therefore, in 
all the outward ordering of ypur career 
with the three plain rules:— 

(1) To have everything orderly; 

(2) Tq have everything accurate; 

(3) To bring everything and every ques¬ 
tion to a point, at the time^ and clinch it. 


CHAPTER XX 

A STRING OF BEADS 

Is there anything more to say ? 

A whole world-full, of course; for 
every single thhig is a part of all things. 
But I have said most of my say; and 
^ could now wish that you were here 
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yrant. 

A few threads remain that might be 
gathered up—parting words, hints that 
cannot be classified. I must string them 
together dike a row of beads big and 
little mixed; we will try to get the big ones 
more or less in the middle if we’can. 

Grow everything from seed. 

All seeds that are living (and therefore 
worth growing) have the power in them 
to grow. 

But so many people miss the fact that, 
on the other hand, nothing else will grow; 
and that it is useless In art to transplant 
full-grown trees. 

This is the key to great* and little 
• miseries, great and little mistakes. 

Were you sorry to be on the lowest 
step of the ladder? Be glad; for all 
your hopes of climbing are in that. 

And this applies in all things, from 
conditions of success and methods of 
“ getting work ”, up to the highest ques¬ 
tions of art and the “'steps to Parnassus,” 
by which are reached the very loftiest of 
ideals. 

I must not linger over the former 
of these two things or do more than 
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A String sum it up in the advice, tp take any- 
of Beadt thing you can get, and to be glad, not 
sorry, if it is small and comeji to you- 
but slowly. Simple things, and little 
things, and many things, are more needed 
in the afts to-day than complpx things 
and greatyand isolated achievements. If 
you have nothing to do for others, do 
some little thing for yourself: it is a 
seed, presently it will send out a shoot 
of your first “commission,” and that 
will probably lead to two others, or to 
a larger one; but prly to be led by 
small steps; and make sure of firm 
footing as you go; for there is such a 
thing as trying to take a keep on thfc 
ladder, and* leaping off it. 

So much for the seed of success. 

The seed of craftsmanship I have tried 
to describe in this book. 

The seed of ornament and design, it 
is impossible to treat of*here; it would 
require as large a book as this to itself: 
but I will hazard the devotion of a page 
each -to the A and the B of my own 
A B C of the subject as I try to teach it 
to my pupils, and put them before you 
without comment, hoping they may beiof 
some slight use. (See figs. 72 and 73.) 
*292 



But though I said that nothing will A String 
grow but seed, it does not, of course, of Bead* 
follow that evei7 seed will grow, or, if 
it does, that yon yourself will reap the 
exact harvest you dxpect, or even recog- 
,nise it in fts fruitage as the growth of 
what you have sown? Expe^ to give, 
much for little, to lose sight of the 
bread cast on thS waters, not even sure 
that you will know it, again even if you 
find it after many days. You never 
know, and therefore do not count your 
scalps too carefully or try to number your 
Israel anti Judah. Neither, on the other 
hand, allow your seed*to be forced by the 
hothouse of advertising or business push¬ 
ing, or anything which will ‘distract or 
•distort that quiet gaze upon the work 
by which you love it for its own sake, 
and judge it on its merits ; all such side¬ 
lights are misleading, since you do not 
know whether it* is intended that this or 
that shall prosper or both be alike good. 

How many a. man one sees, earnest 
and sincere at starting, led aside off the 
track by the false lights of publicity and 
a first success. Art is pfiace. Do things 
because you love them. If purple is 
your favourite colour, put purple in yojir 
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A String window; If green, green*; if yellow, 
ofBeadi yellow. Flowers and leaves and buds 
because you love theifl. Gla»s because 
you love it. It is nol that you are to 
despise either fame flr wealth. Honestly 
acquirecj both are good. Bilt*you must 
bear in toind that the pursuit of these 
separately by any other means than per¬ 
fecting your work is % thing requiring 
great outlay of and you cannot 

afford to withdraw any time from your 
work in order to acquire them. 

In these days and in our huge cities 
there are so many avenues opeft to cele¬ 
brity, through Society, the Press, Exhibi¬ 
tion, and so forth, that a man once led 
to spend time on them is in danger of 
finding half his working life run awaj^ 
with by them before he is aware, while 
even if they are successful the success won 
by them is a poor thing compared to that 
which might have been earned by the 
work which was sacrificed for them. It 
becomes almost a jirofifssion in itself to 
keep oneself notorious. 

To spend large slices out of one’s time 
in the mere putring forward of one’s work, 
showing it apart from doing it, necessary as 
this sometimes is, is a thing to be done 
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grudgingly ; ^till more so should one 
gtudge to be called from one’s work 
here, there^ and everywhere by the social 
claims which crowd round the position 
of a public man. 

There are strenuous *things er.bugh for 
you in the work itself ^^ithout wasting 
your strength on 'these. We will speak 
of them presently; but,a word first upon 
originality. 

Don’t strive to be original; no one ever 
got Heaven’s gift of invention by saying, 
“ I must •have it, and since I don’t feel it 
I must assume it and pfetend it; ” follow 
rather your master patiently and lovingly 
for a long time; give and tak^, echo his 
habits as Botticelli echoed Filippo Lippi’s, 
but improve upon them; add something to 
them if you can, as he also did, and pass 
then on, as he also did, to the little Filippo 
— Filippino — making him a truer and 
sweeter heart than his father, out of the 
well of truth and sweetness with which 
Botticelli’s own heart was brimming. Do 
this, but at the same time expect with 
happy patience, as a bo^ longs for his 
manhood, yet does not try to hasten it 
and does not pretend to forestall it, the 
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A String time when some fresh idea in imagination, 
of Beads some fresh method in design, some fresh 
process in craftsmanship, will cpme to you 
as a reward of patient working—and come 
by accident, as all "such things do, lest 
you shpuld think it your o<wn and ^iss 
the joy y)f knowing that it is not yours 
but Heaven’s. 

And when this comss, guard it and ma¬ 
ture it carefully. ^ Do not throw it out too 
lavishly broadcast with the ostentation of 
a generous genius having gifts to spare. 
Share it with proved* and worthy friends, 
when they notice it and ask yo« about it, 
but in the meanwhile develop and cultivate 
it as a gardener does a tree. And this 
leads me*to the most important ppint of 
all—namely, the value, the all-sufficing 
value, of one new step on the road of 
Beauty. If such is really granted you, 
consider it as enough for your lifetime. 
One such thing in the “history of the arts 
has generally been enough for a century; 
how much more, then,,for a generation. 

For indeed the're is only one rule for 
fine work in art, that you should put your 
whole strength, all the powers of mind 
and body into every touch. Nothing less 
will do than that. You must face it in 
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drawing from • the life. Try it in its A String 
acutest form, not from the posed, pro- of Bead* 
fessional m«del, who will sit like a stone; 
try it with children^ two years old or so; 
the despair of it, the exhaustion; and then, 
in a flash, wheh you thought you ha^ really 
dohe somewhat, a still Aore caijtivating, 
fascinating gesture, which makes all you 
have done look like'lead. Can you screw 
your exhaustion up again, sacrifice all you 
have done, and face the labour of wrest¬ 
ling with the new idea ? And if you do ? 

You are sick with doubt between the new 
and the oM. You ask jour friends; you 
proJ)ably choose wrong; your judgment 
is clouded by the fatigue of your previous 
toil. * 

• But you have gained strength. That is 
the real point of the thing. It is not what 
you have done in this instance, but what 
you have become in doing it. Next time, 
fresh and strong, you will dash the beauti¬ 
ful sudden thought upon the paper and 
leave it, happy to make^others happy, but 
only through the pains you took before, 

' which are a small price to pay for the joy 
of the strength you have g&ined. 

This is the rule of great work. Puzzle 
and hesitation and compromise can only 
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A String occur because you have left some factor 
ofBeadi of the problem out of count, and .this 
should never be. Your business is to 
take all into account and to sacrifice 
everything, however fascinating and tempt¬ 
ing it may be in itself, if it does npt fit 
in as ^art of an harmonious wholt. Re¬ 
member in this case, when loth to make 
such sacrifice, the old^saying that “ there’s 
as good fish in the sea as ever came out.” 
Brace yourself to try for something still 
better. Recast your composition. If it 
is defective, the defect all comes from 
some want of strenuousness as you went 
along. It is like getting a bit of your 
figure out of drawing because your eye 
only measured some portion of»it with 
one or two portions of the rest and 
not with the whole figure and attitude. 
Every student knows the feeling. So in 
your composition: you may get impossible 
levels, impossible relitions between the 
subject and the surrounding canopy: per¬ 
haps one coming in ffont of the other at 
one point and the*reverse at another point. 
You drew the thing dreamily; you werei 
not alert enaigh. And now you must 
waste what you had got to love, because 
though it’s so pretty it is not fitting. 
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iiut sometimes it will happen that some A Striog 
line of your composition is thus hacked of Beads 
off by no fjult of yours, by some mis- 
measurement of a l»r by your builder, or 
some change of mind* or whim of your 

client^ who ‘i likes it all but ”-(some 

vital feature). As we h«ve said, ^his is 
not quite a fair demand to be made upon 
the artist, but it will sometimes occur, 
whatever we do. Pull yourself together, 
and, before you stand out about it and 
refuse to change, consider. Try the 
modification, and try It in such an aroused 
and angry spirit as shall flame out against 
the difficulty with fores' and heat. Let 
the Whole thing be as fuel of fire, and 
the rsMiard will be given. The chief 
difficulty may become—it is more than 
an even chance that it does become—the 
chief glory, and that the composition 
will be like the new-born Phoenix, sprung 
from the ashes of “the old and thrice as 
fair. 

Then also strike while the iron is hot, 
and work while you’re wai'm to it. When 
you have done the main figure-study and 
slain its difficulty you fed braced up, 
your mind clear, and you see your way 
to link it in with the surroundings. Will 
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A String you let it all get cold because it is toward 
of Beads evening and you are physically tifed, 
when another hour wpuld set the whole 
problem right for nest day’s work; now, 
while you are warrfi, while the beauty of 
the model you have drawil from is still 
glowing in you Vith a thousand sugges¬ 
tions and possibilities? You will do in 
another hour now what would take you 
days to do whep the fire has died down 
—if you ever do it at all. 

It is after a day’s work such as this that 
one feels the true delight of the balm of 
Nature. For conquwd diffidulty brings 
new insight through the feeling of new 
power; and new beauties arc seen because 
they are felt to be attainable, sand by 
virtue of the assurance that one has got 
distinctly a step nearer to the veil that 
hides the inner heart of things which is 
our destined home. 

It is after work lite this, feeling the 
stirrings of some real strength within you, 
promising power to .deal with nature’s 
secrets by-and-by, that you sec as never 
before the beauty of things. 

The keen byes that have been so busy 
turn gratefully to the silver of the sky 
with the grey, quiet trees against it Snd 
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the watery gleam of sunset like pale gold, A String 
loty down behind the boughs, where the of Bead* 
robin, half ^cen, is flitting from place to 
place, choosing his rest and twittering his 
good-night; and yoK think with good 
hope; of yau» life that is coming, and 
of- all your aspirations and your Creams. 

And in the stillness and the coofness and 
the peace you can -dwell with confidence 
upon the thought of all the Unknown 
that is moving onward towards you, as 
the glow which is fading renews itself 
day by day in the* East, bringing the 
daily task with it. 

You feel that you are able to meet it, 
ancf that all is well; that there are quiet 
and gc»d things in store, and that this 
constant renewal of the glories of day and 
night, this constant procession of morning 
and evening as the world rolls round, has 
become almost a special possession to you, 
to which only thdse who pay the price 
have entrance, an inheritance of your own 
as a reward of yo,ur endeavour and ac¬ 
quired power, and leadfng to some pur- 
,posed end that will be peace. 

Stained - glass, stained-glass, stained- 
glass! At night in the lofty church 
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A String windows the bits glow and gloom and 
of Beads tajj,; to one another in their places; and 
the pictured angels and saints look down, 
peopling the empty aisles and companion¬ 
ing the lamp of the Sanctuary. 

The b^ads worth threading seem about 
all threaded now, and the book appears 
to be done. Thus *we have gone on 
then, making it; as it came to hand, 
blundering, as it seems to me, on the 
borders of half a dozen literary or illiterate 
styles, the pen not being the tool of our 
proper craft; but on the whble saying 
somehow what we'meant to say: laughing 
when we felt amused, and being serious 
when thb subject seemed so, our* object 
being indeed to make workers in stained^ 
glass and not a book about it. Is it worth 
while to try and put a little clasp to our 
string of beads and tie all together ? 

There was a little boy (was he six or 
seven or eight ?), and his seat on Sunday 
was opposite the door jn the fourteenth- 
century chancel of the little Norman 
country church. There the great, tall 
windows hung In the air around him, and 
he used to stare up at them with goggle- 
^yes in the way that used to earn him 
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household names, wondering which he A String 
liked best. And for months one would of Bead* 
be the fawurite, jnd for months another 
would supplant it ;‘his fancy would change, 
and now he liked this-^now that. Only the 
stoije tracery^bars, for there was ncystained- 
glass to spoil them. The brc^ad, plain 
flagstones of the floor spread round him 
in cool, white spaces, in loved unevenness, 
honoured by the foot-tracks which had 
worn the stone into little valleys from the 
door and through ,the narrow, Norman 
chancel-arch up towards the altar rails, 
telling of*generations of feet, long since 
at rest, that had carried simple lives to 
seeV the place as the place of tjieir help 
or peaee. 

• Plain rush-plaited hassocks and little 
brass sconces where, on lenten nights, in 
the unwarmed church, glimmered the 
few candles that jit the devotion of the 
strong, rough sons of the glebe, hedgers 
and ditchers, who came there after daily 
labour to spell out simple prayer and 
praise. But it was best on the summer 
Sunday mornings, when the great spaces 
of blue, and the towering white clouds 
looked down through the diamond panes; 
and the iron-studded door, with th* 
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A String wonderful big key, which his hands were 
of Beads not yet strong enough to turn, stood wide 
open; and outside, acnongst" the deep 
grass that grew upon the graves, he could 
see the tortoise-shell butterflies sunning 
themseK,'es upon_ the dandelidns. Then 
it was that he used to think the outside 
the best, and fancy (with perfect truth, as 
I believe) that angels must be looking 
in, just as much'as he was looking out, 
and gazing down, grave-eyed, upon the 
little people inside, as he himself used to 
watch the red ants busy in ^their tiny 
mounds upon the grass plot or the gravel 
path; and he wondered sometimes whether 
the outsjde or the inside was “ God’s 
House ” most: the place where ‘he was 
sitting, with rough, simple things aboift 
him that the village carpenter or mason 
or blacksmith had made, or the beautiful 
glowing world outside. And as he thought, 
with the grave mind of a child, about 
these things, he came to fancy that the 
eyes that looked. out through the silver 
diamond-panes which kept out the wind 
and rain, mattered less than the eyes that 
looked in from the other side where 
basked the butterflies and flowers and all 
<he Jiving things he so loved; awful eyes 
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that were at home where hung the sun 
himself in his distances and the stars in 
the great %tar-spaces; where Orion and 
the Pleiades glitterSd in the winter nights, 
where “ Mazzaroth was brought forth in 
his season,’* and where through th^ purple 
slcies of summer evening was ilaid out 
overhead the assigned path along which 
moved Arcturus with his sons. 
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APPENDIX 1 

SOME SUGGESTIONS AS TO THE STUDY 
OF OLD GLASS 

Every one who w^pts to study glass 
should go to York Minster. Go to 
the extreme west end, the ‘first two 
windows are of’ plain quarries most 
prettily leaded, and showing how pleasant 
“plain-giazing ” may be, with •silvery 
glass and a child-like enjoyment of simple 
patterning, unconscious of “high art.” 
But look at the second window on the 
north side. What do, you see? You 
see a yellow shield? Exactly. Every 
one who looks at that window as he 
passes at a quick, walk must come away 
remembering that he had seen a yellow 
shield. But stop and look at it. Don’t 
you like it—/ clo! Why } —^well, because 
it happens to be by good luck just rights 
and it is a very good lesson of the degree 
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in which beaftity in glass depends on Some Sug- 
jiuctaposition. I had thought of it as geirionias 
a particularly beautiful bit of glass in stucTof 
quality and colour—but not at all! it is old 
textureless and rather crude. I had 
thought of h as old—not at it is 
ptobably eighteenth-century. But look 
what it happens to be set in—the mix¬ 
ture of agate, silver, greenish and black 
quarries. Imagine it by itself without 
the dull citron crocketting and pale 
yellow-stain “ sun ’’ and “ shafting ” of 
the panel below—without the black and 
yellow escutcheon in the light to its right 
haqd—even without tte cutting up and 
breaking with black lead-lines cy its own 
upper half. In short, you could have it 
Sb placed that you would like it no 
better, that it would be no better, than 
the bit of “ builder’s glazing ” in the top 
quatrefoil of thq next window, which 
looks like, and I fancy Is, of almost the 
very same glass, but clumsily mixed, and, 
fortunately, dated> for. our instruction, 

1779. 

I do not know any place where 
you can get more study of certain pro¬ 
perties of glass than in the dty of York. 

The cathedral alone is a mine of wealth* 
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Some Sag- The nave windows are near •enough to see 
gestions as necessary detail. There is something 
Stud** of every period. And .with regard to the 
Old Glam clerestory windows, they have been 

so mauled and re-leided that you need not 
be in t^e least afraid of ddmiring»the 
wrong thing or' passing by the right. 
You can be quite frank and simple about 
it all. For instance, my own favourite 
window is the fifth from the west on the 
south side. The old restorer has coolly 
slipped down one w^ole panel below its 
proper level in a shower of rose-leaves 
(which were really, I believe,‘originally 
a pavement), and, frankly, I don’t know 
(and don’t care) whether they are part 
of his work in the late eighteenth cen¬ 
tury or the original glass of the late 
fourteenth. I rather incline to think that 
they came out of some other window 
and are bits of fifteenth-century glass. 
The same with the chequered shield of 
Vernon in the other light. I daresay 
it is a bit of buili^er’s tglazing—but isn’t 
it jolly ? And what do you think 
of the colour of the little central circle* 
half-way up the middle light.? Isn’t 
it a flower? And look at the petal 
that’s dropped from it on to the bar 
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below! or the whole ot the lett-hand 
light; well, or the middle light, or the 
right-hand light ? If that’s not colour 
I don’t know whfit is. I doubt if it 
was any more beautiful when it was 
new, perhaj)%not so beautiful. Compare 
it, for example, with the window# in the 
same wall (I think next to it on*the west, 
which has been “ restored ”). The window 
exactly opposite seems one of the least 
retouched, and the least interesting; if 
you think the yellow canopies disagree¬ 
able in colour don’t? be ashamed to say so: 
they are »ot unbeautiful exactly, I think, 
but, personally, I couid do with less of 
them. Yet I should not be surprised to 
be asi^ured that they are all* genuine 
fourteenth-century. In the north tran¬ 
sept is the celebrated “ Five Sisters,” the 
most beautiful bit of thirteenth-century 
“ grisaille ” perhaps in existence. That is 
where we get our patterns for “ kamp- 
tulicon ” from; but we don’t make 
kamptulicon quite like it. If you want a 
sample of “ nineteenth-century thirteenth- 
, century ” work you have only to look 
over your left shoulder. • 

A similar glance to the right will 
show you “nineteenth-century fifteenth¬ 
s' 
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Some Sug- century ” work—and show it you in a 
geiuow ai curious and instructive transition stage-7- 
portions of the two right-hand windows 
Old of the five being old glass worked in with 
new, while the right-Oiand one of all is a 
little abbot who is nearly all •old and «has 
shrunk behind a "comb, wondering, as h 
seems to me, “ how those fellows got in,” 
and making up his mind whether he’s 
going to stand beyig bullied by the new 
St. Peter. In the south transept op¬ 
posite, all the five eastern windows are 
fifteenth-century, antf some of them 
very well preserved, while thdSe in the 
southern wall are nlodern. The great east 
window has a history of its own quite 
easily asce'rtainable on the spot and worthy 
of research and study. Then go into th® 
north ambulatory, look at the third of 
the big windows. Well, the right-hand 
light; look at the bishop at the top in a 
dark red chasuble, note the bits of dull 
rose colour in the lower dress, the bit of 
blackish grey touching „thc pastoral staff 
just below the edge' of the chasuble, look 
at the bits of sharp strong blue in the 
background. Now I believe these are 
all accidents—^bits put in in re-leading; 
but when the choir is singing and you 
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can pick out jevery separate note of the Some Sug- 
harmony as it comes down to you from ge«ion« ai 
each curvg of the fretted roof, if you 
don’t think this w'lndow goes with it and old Glaas 
is music also, you mu3t be wrong, I think, 
in sye or .ear. But indeed this part of 
the church and all rourrd the chdir aisles 
on both sides is a perfect treasure-house of 
glass. 

If you want an instance of what I said 
(p. 212) as to “added notes turning dis¬ 
cord into harmony," look at the patched 
east window of the south choir aisle. 

Mere jumble—probably no selection— 
yet how beautiful 1 like beds of flowers. 

DiH you ever see a bed of flowers that was 
not bcaiitiful ?—often and often,’when the 
gardener had carefully selected the plants 
of his ribbon-bordering; but I would have 
you think of an old-fashioned cottage 
garden, with its roses and lilies and lark¬ 
spur and snapdfagon and marigolds— 
those are what windows should be like. 

In addition to t^ie minster, almost every 
church in the city has some interesting 
• glass; several of them a great quantity, and 
some finer than any in the •cathedral itself. 

And here I would give a hint. Never 
pass a church or chapel of any sort or kind^ 
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old or new, without looking in.I You cannot 
tell what you may find. 

And a second hint. Do not malce 
written pencil notes .Iregarding colour, 
either from glass or nature, for you’ll 
never trouble to puzzle theip.out after¬ 
wards. 'Take your colour-box with you. 
The merdst dot of tint on the paper will 
bring everything back to mind. 

Space prevents our making here any¬ 
thing like a cornplete itinerary setting 
forth where glass may be studied; it must 
suffice to name a fe\f- centres, noting a 
few places in the same district ^«hich may 
be visited from them easily. I name only 
those I know myself, and of course die 
list is very slight. , 

York. And all churches in the city. 

Gloucester. Tewkesbury, Cirencester. 

Birmingham. (For Bume - Jones 
glass.) Shrewsbury, Warwick, Tamworth, 
Malvern. 

Wells. 

Oxford. Much glass in the city, old 
and new. Fairford. 

Cambridge. Much glass in the city, 
old and new. 

Canterbury. 

Chartres. (If there is still any left 
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unrestored.) .St. Pierre in the same 
to^n. 

Sens. . 

Troyes. Auxewe. 

Of the last two I have only seen some 
copigs. For glass by Rossetti, Burne-Jones, 
and Madox-Brown, consult their Ifves. 

There are many well-known Books on 
the subject of ancient glass, Winston, 
Westlake, &c., which give fuller details 
on this matter. 


APPENDIX II 

ONiTHE RESTORING OF ANCIENT WINDOWS 

Let iis.realise what ir done. 

•• And let us consider what ought to he done. 

A window of ancient glass needs re¬ 
leading. The lead has decayed and the 
whole is loose and shaky. The ancient 
glass has worn v 5 ry thin, pitted almost 
through like a worn-out thimble with 
little holes where ^he alkalis have worked 
their way out. It is as fragile and tender 
•as an old oil-painting that needs to be 
taken ofF a rotten canvas and re-lined. 
If you examine a piece of old glass whose 
lead has had time to decay, you will find 

315 * 


Some Sug¬ 
gestions as 
to the 
Study of 
Old Glass 


On the 
Restoring 
of Ancient 
Windows 



On the 
Rettoring 
of Ancient 
Windowi 


that the glass itself is ofteii in an equally 
tender state. The painting would remain 
for years, probably for centuries yet, if 
untouched, just as dust, without any 
attachment at all, will hang on a vertical 
looking-glass. But if you sCrape it, even 
only witfe the finger-nail, you will gener¬ 
ally find that that is sufficient to bring 
much—perhaps most—of the painting off, 
while both sides of the glass are covered 
with a “ patina ” of age which is its chief 
glory in quality and .colour, and which, 
or most of which, a wet handkerchief 
dipped in a little dust and rubbed smartly 
will remove. * . 

In shqrt, here is a work of art as 
beautiful and precious as a picture by 
Titian or Holbein, and probably, as bein^ 
the chief glory of some stately cathedral, 
still more precious, which ought only to 
be trusted to the gejitle hands of a 
cultivated and scientific artist, connoisseur, 
and expert. The glass should all be 
handled as if it tyere old filigree silver. 
If the lead is so perished that it is 
absolutely impossible to avoid taking the 
glass down, it should be received on the 
scaffold itself, straight from its plabe in 
the stone, between packing-boards lined 
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with sheets of wadding—“ cotton-wool ” 
—attached to the boards with size or 
paste, and‘with, of course, the “fluffy" 
side outwards. These boards, section by 
section, should be ' finally corded or 
clamped ready for travelling bepre being 
lowered from the scafold) if any .pieces of 
the glass get detached they should be 
carefully packed in separate boxes, each 
labelled with a letter corresponding to 
one placed on the section as packed, so 
that there may be. no chance of their 
place ever being lost, and when all is 
done the Vhole window will be ready to 
be .gently lowered, securely “packed for 
removal,” to the pavement below. The 
ideal thing now would be to hire a room 
ttnd do the work on the spot; but if this 
is impossible on account of expense and 
the ^in’g has to bear a journey, the 
sections, packed as^ above described, should 
be themselves packed, two or three to¬ 
gether, as may be convenient, in an outer 
packing-case for tuavelling. It should be 
insured, for then a representative of the 
’railway must attend to certify the pack¬ 
ing, and also extra care \#ill be taken in 
transit. 

Arrived at the shop, the window shouljj 
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be laid out carefully on the bench and 
each bit re-leaded into its place, the wry 
fragile pieces between* two Kts of thin 
sheet-glass. 

Unless this last practice is adopted 
throughajtt, the ordinary process" of cenfcnt- 
ing must be omitted and careful puttying 
substituted for it. While if it is adopted 
the whole must be puttied before cement¬ 
ing, otherwise the cement will run in 
between the various thicknesses of glass. 
It would be an expensive and tedious and 
rather thankless process, for the repairer’s 
whole aim would, be to hide from the 
spectator the fact that anything whatever 
had been,done. 

What does happen at present ^s this. 
A country clergyman, or, in the case of 
a cathedral, an architectural surveyor, 
neither of whom know by actual prac¬ 
tice anything technically of stained-glass, 
hand the job over to some one represent¬ 
ing a stained-glass establishment. This 
gentleman has studied stained-glass on 
paper, and knows as much about cutting 
or leading technically and by personal' 
practice, as an architect does of masonry, 
or stone-carving—neither more nor less. 
That is to say, he has made sketch-books 
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full of water-tolour or pencil studies, and 
endless notes from old examples, and has 
never cut‘a bit of glass in his life, or 
leaded it. 

Well, he assumes the responsibility, and 
the client ft^oses in the blissful ctjnfidence 
that all is well. 

Is all well ? 

The work is placed in the charge 
of the manager, and »through him it 
filters down as part of the ordinary, 
natural course of eyents into the glazing- 
shop. Here this precious and fragile 
work of art we have described is handed 
over to a number of* ordinary working 
men to treat by the ordinary n;\pthods of 
their trade. They know perfectly well 
'that nobody above them knows as much 
as they, or, indeed, anything at all of their 
craft. Division of labour has made them 
“glaziers,” as it lias made the gentlemen 
alxive stairs, who do the cartoons or the 
painting, “artists” These last know no¬ 
thing of glazing,* why should glaziers 
know anything of art? It is perfectly 
'just reasoning; they do their very best, 
and what they do is this. * They take out 
the old, tender glass, with the colour 
hardly clinging to it, and they put k 
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into fresh leads, and then they solder 
up the joints. And, by way of a triupi- 
phant wind-up to a gpod, solid, English, 
common-sense job, with no art-nonsense or 
fads about it, they ‘proceed to scrub the 
whole on both sides with' stiff geass- 
brushes' (ordinarily sold at the oil-shops 
for keeping back-kitchen sinks clean), 
using with them a composition mainly 
consisting of exactly the same materials 
with which a housemaid polishes the 
fender and fire-irons. That is a plain, 
simple, unvarnished statement of facts. 
You may find it difficult of 'belief, but 
this is what actually happens. This^ is 
what you are having done everywhere, 
guardians of our ancient buildings.. You’ll 
soon have all your old windows “quite* 
as good as new.” It’s a merry world, 
isn’t it ? 
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APPENDIX III 

Hinti for the Curriculum of a Technical School for 
Stained-QacA—Examples for Fainting—Ex¬ 
amples of Drapery—Dralring from i4atnre— 
Ornamental Design. 


Examples for Painting ;—I have already 
recommended for outline’ work the splen¬ 
did reproductions of the Garter Plates at 
Windsor. It is mOre difficult to find 
equally gotjd examples for fainting; for 
if one had what one wished it would be 
photographed from ideal painted - glass 
or else ^ from cartoons wisely ^irepared 
fjpr glaa*s-work. But, in the fimt case, 
if the photographs were from the best 
ancient glass—even supposing one could 
get them—they would be unsatisfactory 
for two reasons. ‘First, because ancient 
glass, however well preserved, has lost Or 
gained something by age which no 'skill 
can reproduce ; and secondly, because 
however beautiful it is, all but the very 
latest (and therefore not the best) is im¬ 
mature in drawing. It is not wise to 
reproduce those errors. The things thcm- 
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selves look beautiful and,.'sincere because 
the old worker drew as well as he could; 
but if we, to imitate them, draw less'well 
than we can, we are v’nitating the accidents 
of his production, .and not the method and 
principle of it: the princip'e.was to^draw 
as well as he could, and we, if we wish to 
emulatd'old glass, must draw as well as we 
can. For examples of Heads nothing can 
be better than photographs from Botticelli 
and other early Tuscan, and from the early 
Siennese painters. Also from Holbein, and 
chiefly from his drainings. There is a flat¬ 
ness and firmness of treatment in all these 
which is eminently suited to stained-glass 
work. Hands also may be studied from 
the same sources, for though ^Botticelli 
does not always draw hands with perfect 
mastery, yet he very often does, and the 
expression of them, as of his heads, is 
always dignified and full of sweetness and 
gentleness of feeling ? and as soon as we 
have learnt our craft so as to copy these 
properly, the best thing is to draw hands 
and heads for oiftselv'es. 

Examples of Drapery .—^To me there js 
no drapery so beautiful and appropriate 
for stained-glass work in the whole world 
of art, ancient or modern, as that of Burne- 
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Jones, and fespecially in his studies and 
drawings and cartoons for glass; and if 
these are not ascessible, at least we may 
pose drapery as like it as we can, and 
draw it ourselves and copy it. But I 
w*uld, tt ‘any rate, earnestly .warn the 
student against the “ crinkly*- crankly ” 
drapery imitated from Dflrer and his 
school, which fills up the whole panel 
with wrinkles and “ turnovers” (the linings 
of a robe which give an opportunity for 
changing the colour), and spreads out 
right and left and up and down till the 
poor bisnop himself (^nd in nine cases out 
of ten it is a bishop, so that he may be 
mitred and crosiered and pearl-bordered) 
beconies a mere peg to hang vestments 
on, and is made short and dumpy for 
that end. 

There is a great temptation and a great 
danger here. This kind of work, where 
every inch of space is filled with orna¬ 
ment and glittep. and change and variety 
and richness, is indeed .in many ways right 
and good for stained - glass; which is a 
broken-up thing; where l|rge blank spaces 
are to be avoided, and where each little 
bit of glass should look “ cared for ” and 
thought of, as a piece of fine jewellery ts 
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put together in its setting; and if crafts¬ 
manship were everything, much might be 
said for these method?. Thtre is in¬ 
deed plenty of stained-glass of the kind 
more beautiful as craftsmanship than any¬ 
thing sinpe the Middle Ages,' much more 
beautiful land cunning in workmanship} 
than Burne-Jones, and yet which is 
little else but vestments and curtains and 
diaper—where there is no lesson taught, 
no subject dwelt on, no character studied 
or portrayed. If we pish it to be so—if 
we have nothing to teach or learn, if we 
wish to be let alone, to be southed and 
lulled by mere sacred trappings^ by pleasant 
colours an(i fine and delicate sheen and the 
glitter of silk and jewels—well and good, 
these things will serve; but if they rail to* 
satisfy, go to St. Philip’s, Birmingham, 
and see the solemnities and tragedies of 
life and Death and Judgment, and all 
this will dwindle down into the mere 
upholstery and millinery that it is. 

Drawing from Nfiturex —There is a side 
of drawing practice almost wholly ne¬ 
glected in schools, which consists, not in* 
training the eye and hand to correctly 
measure and outline spaces and Ibrms, 
but in training the finget-ends with an 
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H.B. pencil point at the end of them to 
illustrate texture and minute detail. It 
is necessary to look at things in a large 
way, but it is equally necessary to look at 
them in a small way; to be able to count 
thcribs orfa*blade of grass or a tiqy cockle¬ 
shell, and to give them in pencil,each with 
its own light and shade. I find the whole 
key to this teaching to lie in one golden 
rule —not to frighten on daunt the student 
with big tasks at first. A single grain of 
wheat, not a whole ear of corn; some 
tiny seed, tiny shell; but whatever is 
chosen, to be pursued with a needle- 
pqjnted pencil to the'very verge of lens- 
work. I must yet again quotp Ruskin. 
“You’have noticed,” he says,* “that all 
great sculptors, and most of the great 
painters of Florence, began by being gold¬ 
smiths. Why do you think the gold¬ 
smith’s apprenticeship is so fruitful ? Pri¬ 
marily, because it forces the boy to do 
small work and piind what he is about. 
Do you suppose Micljael Angelo learned 
his business by dashing or hitting at it ? ’ 
Ornamental Design. — Jt _ is _ impossible 
here to enter into a description of any 
system of teaching ornament. At p. 294 
• “Ariadne Florentina,” p. 108. 
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Hints for I have given just as much as two pages 
■uhim'of " which such ^ 

Pechnical spring- In S9me of the collo- 

3 chool for types from the finished ‘glass the patterns 
Stained-, on quarry or robe which spring from this 
seed may be traced—very imperfectly, hut 
as well as* the scale and the difficulties of' 
photography and the absence of colour 
will allow. 

What I find bejt, in commencing with 
any student, is to start four practices 
together, and keep them going together 
step by step, side by side, through the 
course, one evening for each, or fcme like 
division. * 

Technical Work. —Cutting, glazing, &c. 

PaintingWork .—By graduated examples, 
from simple outline up to a head of Botti¬ 
celli. 

Ornament, as described; and 

Drawing from Nature, in the spirit and 
methods we have spoken of. 

Moulding the whole into a system of 
composition and execution, tempered and 
governed as it goes along by judiciously 
chosen reading and reference to examples, 
ancient or moderh. 
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Notes on It is obvious that stained-glass cannot be 
Collotypes adequately shown in Ijook-illustration. 

For instance, we cannot have either the 
scale of it or the colour—two lather vital 
exceptions. These collotypes are, there¬ 
fore, put^forth as mere diagrams for the 
use of students, to call their attention to 
certain definite points and questions of 
treatment, and no more pretending than 
if they were black-board drawings to give 
adequate pictures of wljat glass can be or 
should be. 

This is one reason, too, for the omission 
of all attempt to Reproduce ancient glass. 
It was felt that it should not be subjected 
to the indignity of such very imperfect 
representaUon,^and especially as so many 
much larger books on the subject ‘ erdst, 
^here at least the scale is not so ill-treated. 
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Dut, DcsiaeS) ii one once oegan luus- iNotes on 
trating old glass, one would immediately CoUotypw 
seem to bt; setting standards for present- 
day guidance, and 4 his could only be done 
{if done) with many annotations and excep- 
tiojfs and .with a much larger range of 
examples than is possible here. 

The following illustrations, therefore, 
show the attempts of a group of workers 
who have endeavoured ^o carry into prac¬ 
tice the principles set forth in this book. 

It has not been found possible in all cases 
to get photographs from the actual glass— 
always a fery difficult thing to do. The 
illustrations can be seed much better by the 
aid of a moderately strong reading-lens, 

Plate I .—Part of East Window, St, 

/inselm's, Woodridings, Pinner, by Louis 
Davis. The design, cartoons, and cut-line 
made, all the glass chosen and painted, and 
the leading superintended by the artist. 

Plate II .—Another portion of the same 
window, by the same. Scenes from the Life 
of St. Anselm. Executed under the same 
conditions as the above. The freehand 
• drawing and the varying thickness of the 
leads in the quarry work sJiould be noted. 

Plate IU. — Window in St. Peter’s 
Church, Clapham Road— ''Blessed a[e 
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Noteion they that Mourn" by Reginaid Hallward. 

Collotypes The whole of the work in this instance, 
including cutting, leading, &c., io done by 
the artist himself. As ah instance of how 
little photography can‘do, it is worth while 
to describe such a small item ks'the se/vll 
above the .figure. This is of glass most 
carefully selected (or most skilfully treated 
with acid), so that the ground work varies 
from silvery-whita to almost a pansy- 
purple, and on this the verse is illuminated 
in tones varying from,pale primrose to 
the ruddiest gold — the whole forming 
a passage of lovely colour impo*ssible to 
achieve by any system of “ copying.” Jt 
is work lik^e this and the preceding that 
is referred to on p. 266. • 

Plate IV.— Central part of Window in 
Cobham Church, Kent, by Reginald Hallward. 
Executed under the same conditions as 
the preceding. 

Plate V. — Part of Window in Ardrahan 
Church, Galway —“ St. Robert," by Selwyn 
Image. From the cju'toon. See p. 83. 

Plate VI.— Two Designs for Domestic 
Glass, by Miss M. J. Newill. From the 
cartoons. * 

Plate VII. — “ The Dream of St. 
Kepelm," by H. A. Payne. The author 
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had the pleasupe of watching this work Notes on 
daily while in progress. It was done Collotypes 
entirely by the artist’s own hand, by way 
of a specimen “ masterpiece” of craftsman¬ 
ship, and the aim was''to use to the full 
extent every •resource of the material. 

Plate VIII.— Six “ QuarriesDay 
and Night,” “ The Spirit on th Face of the 
Waters f " Creation of Birds and Fishes,” 

“ Eden,” and “ The Paral>k of the Good 
Seed,” by Pupils of H. A. Payne, Birming¬ 
ham School of Art. These lose very much 
by reduction, and should be seen with a 
lens magnifying 2^ diameters. They are 
the designs of the pupils ’themselves (boys 
in tlieir teens), and arc examples of bold 
outline untouched after tracing. They are 
ntore elaborate than would be desirable 
for ordinary quarry glazing; being in¬ 
tended for interior work on a screen, 
to be seen close at hand with borrowed 
light. 

Plate IX.— Micro-photographs, i. A 
piece of outline that has '•‘fried” in the kiln. 
Magnified 20 diameters. See p. 104. 

•2. A small Diamond seen from above. 
Magnified 10^ diameters. * The white 
horizontal line is the cutting edge. 

3. A larger Diamond that has been “ 
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Note* on set." That is to say, 're-ground: the 
Collotype* diagonal marks like a St. Andrew’s Cross 
show the grinding do>yn of the old facets 
by which the new cutting edge has been 
produced. Magnified lo^ diameters. 

4. No. 2 seen from the side.' Magiified 
10^ diameters; the cutting edge faces 
towards the left. 

Plate X.— Micro-photographs of Glass¬ 
cutting. Very difficult to explain. “ A ” 
is a sheet of glass seen in section multiplied 
15^ diameters. Thf black marks along 
the top edge are diamond-cuts, good and 
bad, coming straight towards the spectator. 
The two outside ones are very bad cuts, far 
too violent, and have split off the surface 
of the glass. Of the two inner ones the 
left-hand one is an ideally ^ood cut, n6 
disturbance of the surface having occurred; 
the right-hand a fairly good one, but a 
little unnecessarily hard. Passing over 
B for the present—C is a similar piece of 
glass (also magnified 15^ diameters, with 
wheel-cuts seen endwise (coming towards 
the spectator), ^he one on the left is 
a very bad cut, the surface of the glaA 
having actually split off in flakes, the next 
to it is a perfect cut where the surface is 
^ntact, and note that though not a quarter 
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so much pressure has been employed, the Notw on 
split downward into the glass is deeper CoUatypt! 
and sharper, than in the violent cut to 
the left, as is alsa the case with the 
two other moderately^ good cuts to the 
right; . . • 

D, E— Wheel-cuts. In these we are 
looking down upon the surface* of the 
glass. They are bad cuts, multiplied 
20 diameters; the direction of the cut is 
from left to right. In the upper figure 
the flake of glass is split completely off 
but is still lying id its place. In the 
lower one tiie left-hand half is split, and 
the right-hand only partially so, remaining 
so closely attached to the body of the glass 
as to shpw (and in an especially beautiful 
and perfect manner) the rainbow-tinted 
“Newton’s rings” which accompany the 
phenomenon of “Interference,” for an 
explanation of which I must refer the 
reader to an encyclopaedia or some work 
on optics. Good cuts seen from above 
are simply lines like'a hair upon the glass, 
but the diamond-cut is t coarser h^ than 
the wheel-cut. 

If you now hold the illustration upside 
down, what then becomes the top edge of 
section C shows a wheel-cut seen side- 
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Notes on ways along the section of the glass which 
Collotypes jt divided, the direction of this cut 
being from left to right. • 

In the same waj section “A” seen 
upside down givft the appearance of a 
diamond-cnt, also from left to- right, and 
multiplied 15^ diameters, while “ B ” held 
in the same position gives the same cut 
multiplied 78 diameters. The nature of 
these things is discussed at p. 48. 

In their natural colour, and under strong 
light, they are very beautiful objects under 
the microscope. 6ven a 10-diameter 
“ Steinheil lens,’’ or still bettcS- its English 
ec^uivalent, a Nefeon lens, will show $hem 
fairly, and some such instrument, opening 
out a hew world of beauty beyond the 
power of ordinary vision, ought, one woulH 
think, to be one of the possessions of 
every artist and lover of Nature. 

The illustrations that follow are from 
the work of the author and his pupils 
conjointly. Those in which no design has 
been added are for clearness’ sake described 
as “ by the author ”; but it is to be under¬ 
stood that in all instances the transcribirig 
of the work*^/# the glass has been the 
work of pupils under his supervision. 
All design of diaper, canopy, lettering, 
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and quarried is so, in all the examples Noto on 
selected. CoUotypea 

* Plate^I. — From Gloucester Cathedr.al — 

“ St. Bomface” bytthe author and his pupils. 

Plate XII.— Fmm the same — “ 7%e 
St^rk of lorn ” and “ The Infant Church," 
iy the same. Canopies from Oale and Ivy. 

Plate XIII.— Portion of a Window in 
progress {destined for Ashbourne Church), by 
the author. This has been specially photo¬ 
graphed on the easel, to* show how near, by 
the use of false leadlines, &c., the work 
can be got, during Its progress, to approach 
to its actual conditions when finished. 

Plate XIV.— Drawings from Nature, by 
the author's pupils. Pieced together from 
varioqs drawings by three diffeftnt hands; 
made in preparation for design of Oak 
“ canopy.” See p. 324 and Plate XL 

Plate XV.— Part of East Window of 
School Chapel, Tonbridge, by the author. 

From the cartooh: the figure playing the 
dulcimer is underneath the manger, above 
which is seated the Virgin and Child. 

Plate IhNl.—Figt&e of one of the Choir 
, of “ Dominations." From Gloucester, by the 
author and his pupils. 

The names of the pupils whose work 
appears in Plate VIII. are J. H. Saunders 
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Note* 00 and R. J. Stubington; In Elate XlV. A. 

CoUotype* E. Child, K. Pardons, and J. H. Stanley; 
and . in the Plates XI. to XVI, J. Bret't, 
L. Brett, A. E. Child, P. R. Edwards, M. 
Hutchinson, K. Parsons, J. H. Stanley, 
J. E. Tarbox, and E. A. Wopre. The 
cuts in the text are by K. Parsons and 
E. A. Wdore. 
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!•—Part of Window. St. Aaselm’s, Woodridings, Pinnei 





11.—Part of Window. St. Anselm'B, Woodridings, Pinner. 





III.- Window. St. Peter's Church, Clapham. 






IV.—Part of Window. Cobham Church, Kent. 





V.~Part of Window. Ardrahan, Galway. 












VI.—From Cartoons for Domestic Glass. 










Vn.—Window. “The Dream of St. Kenefm.’ 







VIII.—Quarries. (Sue of originals, 4i b; 4 ms.) 










X. —MicrCKphotogr&phs. Diamond and Wheel Cuts seen in Section and 




XI.—Part of Window. Gloucester Cathedral. 







XIl.—Part o{ Window. Gloucester Cathedral 










XIII.—Portion of Unfinished Window, pnotographed, 
from Work on the Easel. 




XIV.—Drtwuies from Nature, in Prenaration fnr neeV* 






IV. -Part of Window. Tonbridge School Chapel, pbotcgraphcd 
from the Cartoon. 






XVI.—Part of Window. Glouceitei Cathedral 





GfeOSafcRY 


jintiquu, coloured glasses made in imitation of the Glossary 
qu^ities of ancient glass. 

^amSng, putting on the copper “ ties ” by which the 
glaz^ light is attaotied to the supporting bars. 

Bate, li ) the light-tinted glass, white, jreenish or 
yellow,*on which the thin film of ruoy or blue 
is imposed in “flashad*” glasses; (2) the sup¬ 
port of the niche on which the figure stands in 
“ canopy work.” • 

Borronued light, a light not coming direct from day¬ 
light, but from the interior light of a building as 
in the case of a nreen of glass. (The result is 
similar when a window is seen against near back¬ 
ground of trees or buildings.) 

Calm (of lead), the ^frip of lead, 3 to 4 feet long, as 
used fog leading up the 

Canopj or “ tabernaclp work,” the architectural fram- 
imitation of a carved niche in which the 
figure is placed. The^Mtfal supports (sometimes 
used alone to frame in the whole light) are called 
“ shafting.” 

Cartoon, the design of the window, full size, on paper. 

Chaiuble, the outfrmost sacrificial vestment of a bishop 
or priest. 

2 A 369* 



Glossary Cope, the outermost ceremonial and ‘processional vost- 
ment of a bishop or priest. 

Core (of lead), the cross-bar 5 >f the <‘H’^ytiop as 
• shown in fig. 34. ' ^ 

Crocietting, the ornamenting of any architecttjal member 
at intervals with scuipjured bosses or crdbkets. 
Culletf the waste cuttings of glass. Generally used 
over again in greater or less quantifj a an ingre¬ 
dient in the making of new glass. * 

Cut‘Iinef the tracing (containing the lead-lints only) 
by which the work is cut and glazed. « 

FluXf the solvent which assists the malting of* tlje 
metallic pigmentff’in the kiln. Various materials 
are used, e.g. silica and lead, but unf!®rtunately 
borax also is used, and I would warn the studen** 
to buy no pigment witlfbut a guarantee from the 
manufacturer that it does not contain thi^ tempt¬ 
ing but very dangerous and unstaSe ingredient, 
(See p. 112). ‘ 

Fornif the sheet of “ continuous cartridge ** or cartoon 
paper dh which the dimensions, &c., ar| marked 
out for drawing the cartoon. 

GaugCi (1) the shaped piece of paper by which the 
diamond is guided in cutting; (2) the standard 
of size and shape in pny piece of repeated work 
(as quarry-glazing). * 

Grisaille (from Fr. gris, grey)^work where a pattern, 
generally geometrical, in narrow coloured bands, 
is supermiposed on a background of whitish, 
grey, or greenish glass diapered wftFF^ainted 
work in outlin&'^x -light shading. ^ 

Groseingy the biting away the edge of the glass with 
pliers to make it fit. With regard to this word 
and to the term “calm,*' I have never found any 
one who could give a reason fsr the name or an 
authority as to its spelling, the various spellings 
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mggesteJ fo> the latter worS including Karm, 
Calm, Carm, Kaim, and even Qualm ! But while 
wri^im this book I in lucky hour consulted the 
treati^of TheophilA^ and was delighted to find 
both The te^m he applies to the leads is 

'‘Calamus’’ (a reed), while his term for what 
we should call pliers'is “ Grosarium ferrum” 
fgrosei{ig^ro%). So that this question is set at 
rest for ever. Glaziers mus’^ henceforth accept 
the glassic spellings ^ Calm ” and “ Groseing,” 
and «>ne may suppose they will be proud to learn 
that thesg everyday terms of their craft have 
been in use for 900 years^, and are older than 
West/iinster Abtiy. 

watht the ruler, 3 to 8 feet long, and marked with 
inches, &c., used in siting out the “forms.” 

Lathykin, doubtless old English “a little lath,” de¬ 
scribed 137. 

Lasting’■naik^ described p. 141. 

Leaf (of lead), the two uprJl^ts of the “ H ” section 

(h- 34 )' ^ , 

f/Iuller, a ^iece of granite or glass, flat at the base, 
for grinding pigment, &c. 

Obtuse^ an angle having a wider opening than a right- 
an^Ie or “perpendicular,” 

Orphreys {^aurifrigiaf from*Lat. aurum., gold), the 
bands of ornament on ecclesiastical vestments. 

Patina^ the film produced on jrarious substances by 
chemical action (oxidation, sulphurisation, &c.), 
eitfU* artificially, as in bronze sculpture, or by 

^ age, as in glass. , 

Platings the doubling of ont’|[ta8^with another in the 

* same lead. 

Quarriesy the diamond, square, or other shaped panes 
used in plain^lazing. 

Reamyy wavy or streaky glass. (See p. 179.) 
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Glossary Scratch^card, a wire brush to remove tarnish from l|a (4 
before soldering (p. 144). 

Setting, fixing a charcoal or ^chalk dra^^ oa the 
* paper by means of a spra^ of fixative. * 

Shafting, see ‘‘ Canopy.” • 

Shooting (in carpentry), the planing down ^ an edge 
to get it truly straigfi?. 

Squaring-out, enlarging (or reducing) nsny desi|n by^ 
drawing from point to noint across proportienal 
squares. 

Stippling, described p. lOO. 

Stopping-kn'fe, the knife by which theaglass and lead 
are manipulated jn leading>up. 

Tabernacle *ujork, see “Canopy.” 

Template, the form in paper, card, wood, or zinc,^ 
shaped openings, by which the correct figure is 
set^ut on the cartoon^form. 
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Accidental qualities in glass, 
value of, 114 

Accuracy in setting 'out 
forms, 286 

Accuracy of measurement, 

Accuracy of work in the 
shop, rfles for, formula 
for right angles, 286 
Adding, 130 

Action, violent, to be" 
avoided, 173 
Advertising, <.93 
Allegory, 248 

Allegory, true allegory the 
presentment of noble 
natures, 260 

Ancient buildings, sacred¬ 
ness of, 245 

Ancient glass, 171, 314, 321, 

3 *^ • 

“Antique glasses, 31 
Architectural htness, 234 
Architecture, harmony with, 

Architecture, stained - glass' 
accessory to, 168 
Architecture, subservient to, 

>55, *36 

Armour, by use of adding 
in flashed blue glass, 

131 

*374 


Art colours, 201 
Artiht, right claim to th» 
title, 269 4 . * 

“Asleep,” Millffis’ picture 
ot, 209 • 

Assistants, to be trained to 
mastership, 268 
Auxerre, centre for/tudy of 
glass, 315 , 

Backing, 126 
Badger, 71, 74 
Badger, how to dry, 193 
Banding, 151 

Barfi's formula for pigment, 
226 

Bars, 151, 159, 167 
Bars and lead-line”, 166, 
176 

“Beads,” a string of, 290 
Beethoven, colour, 224, 271 
Bicycle, us 9 of, 216 
Birds, 217 

Birmingham, BiJl.ie • Jones 
windows, 236, 324 
Boniface, St., a question 
stainiug, 224 
Books, 255, 257 
Boraxj untrustworthy as 
flux, 370 

Borrowed light, 227 (and 
Glossary) 



• Bf^tticelii, 64, 78, I50, 197, 
321 

Browin, ^fcdox, 203 
Brush, how Ib fill, 58 * 

Builders’gla^i^g, 180 ^ * 

Buntingford, rjde from, ii^i 
Burne»jon£%, 131, 203, 236, 

*50. iH 

Burnifig, 129 
“Burnt umber’ 203 
Biifterfiy, 217 

“Byzautifim of the crafts,’' 
Hi • 

Byzantine revival, 241 


“Calm” tj' lead, 137 (and 
Glossary^ 

■SUisLridge, Bume. Jones 
windows, 237 

Cambridge, centre for study’^ 
ofgla;*, 314 

Cambridge, K^ig’s College, 
for blue aftj red, 230 
Canopies, 245 
Canopy, 177, 300 
Canterburv, centre for study 
• of glass, 314 
Canterbury, for blue and 
red, 230 

Cartoons, 83, 192 
Cathedttls, 178, 180, 215, 
230,1341238,246,282,314 ' 
Cellini, 128 


Cement and cementing, 1^7 
Centres for stuuy of glass, 
iH, 

Chartresfcentre for stjdy of 
*»^lass, 230, 314 % 

thartres, for blue and red,* 
230 

Chief difficulty (in art) the 
chief opportunity, 301 
Chopin, 223 • 

Cirencester windows, 180 
Cleanliness, 67, 164, 193 


Clients, 279 

Collotypes, notes on, 327-336 
Colour, 198-231 
Comfort in work, 67 
Commission, one’s first *292 
Conditions, importance of 
ascertaining at commence¬ 
ment, 283 

Conduct, general, 264 
Constantine and Byzantium, 

, * 

Co-optration, 163, 265, 268, 

‘ 74 ~® 

Corn-colour, 217-118 
Countercharging, 94 
Co-»ering up the pigment, 
164 

Craft, complete teaching of, 

, ^ 74 .197 

Craftsman, right claims to 
the title, 269 q 
! Craftsmanship, revival of, 
243 ; Middle Ages, 252 
•Cullet, value of, 159 
Curriculum, 321-326 
Cut-in glass, 79 
Cut-line, 85, 89 
Cutter and cartoonist, 44 
Cutting, 37,42, 47, 87,162 
Cutting, advanced, 83 
Cutting-knife, 138 
Cutting-wheel (see Whetl- 
ciicter) 

Dahlia, colour of, 218 
Dante or Blake, perhaps 
needed to-day, 253 
Dante on Constantine, 240 
•"V^Pliling, 163 
Dentist, precision of a, 67 
Design, 167, 175, 325 
Diamond, 33, 88, 331 
Difficulty conquered brings 
new insight and new 
power, 302 
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Index 


Difficulty, the chief oppor¬ 
tunity in a work of art, 282 
Directing assistants, clear- 
ney in, promptness in, 277 
Discords harmonised by 
added notes, 212 
Distance, effect of, io2, 192 
Division of labour, 170, 269 
Docketing of papers, system 
of, 284 

Dodges, a few little, 182 
Doubling glass, 132 
Drapery, 230, 322 
Drawing from Nature, 324 
Drawing, Ruskin's advice 
on fineness in work, 315 
Du Maurier, 207 
Diirer, revision of his work, 
271 

Dutch artist’s portrait of 
actress, 020 

** Earlt English ” glass, 31, 
227 

Easels, 186,191 
Eccentricity t« be avoided, 
247 

Economy, 156, 158 
Egyptians, 182 
English wastefulness, 156 
Etching Adding) 
Examples for painting, 321 
Examples, for stained-glass 
work, Holbein, 322 
Expression, influence of 
distance on, 102 

Faceting of stones and glass, 
228, 332 ' 

Fairford, green in Eve 
window, 211, 230 
Fairford, old glass in, 314 
False lead-lines, 166 
Fame and wealth good, but 
not atexpenseof work, 296 

.376 


Fancy, sate guide In, 259 • • 
Film, 94, loz 
Fine work in art,j)08-3p3 
E.nfsh in woiCi,'*' pre^alon 
rnd cleanlii^fs, 67 
FHring, 105-119* 

First duty of an :..cist, 248 
Five Sisters window, 178, 
311 V/ 

Fixing, 135, 151 
“ Flashed ” glass, 33 
Flatness, desirable,.obtained 
by leading, 176* 

Flowers, 217 
Flux, 370 

Forms, accurac/ of, • 206- 
2S9 

Fresh methods and UoJ"., 
come accidentally, 298 
freshness of work, advant- 
age of, 116 

Fried work, h ow to remove, 
104 ^ • 

Frying, 104 

Gaush colour, 20^ 

Garter plates, 6x, ^2, 70, 71 • 
Gas.kiln, 108-10 
Gauge for cutting, how to 
make, 88 

General conduct, 264 
Giotto, 252 
Giorgione, 203 
Gifts, ancient, 328 
Glass, how^/ade, 32 • 

Glass, how to vraia^up on 
plate, 95 <* 

Gl'ss in relation to ston:^ 
> work, 134 • 

Glass, Munich, 84,176 
Glass, Norman, 227 
Glass, old, 308, 315 
Glass, paented, 84 
Glass-painter's methods de* 
scribed, 205 * 



Tj^9s - painting compared 
with mezzotint. Si 
Glass • pf^^tjng compped 
with oil-pSinting, 200 \ 
{iGlass, Priorlap 31 * 

Glass, value of accident^ 
qualitie^n, 114. 

Glasses, “ antique,” 31 ' 

^Glazing, 152, > 

Gtpssary, 369 

Gloucester for blue and red, 
230 

Gloucester, centre for study 
of glass, 314, 

“ Cod's house,” 235 
Gold pinl^value of, x6o 
Good Shepherd, 172 

revival, the, 239 
Groseing, 4.3 (and Glossary) 
Groseing tool, substitute 
for, jy 

“ Orozeing” \^je< Groseing) 

Gum-arabic, 58* 

Gum, quality and quantity 
of, 77 

9 

' Handcl, 223 

Handling leaded lights, 146 
Hand-rest, 61 

Harmony in colour, the 
greaV rule of, 2 x i ^ 

Harmony, universal, 234. 
Harmony with architecture, 

‘Heron's kiln-j«der, 184 
Hertfofti?i;Wre, ride through, 

^blbdn, 64, 78, 316, 32i' 
Hollander, thrift of, 157 ® 

Hurry to be avoided, 165 
Hyacinths and leaves, 
colour of, 221 

Imaok, Selwyn, 83 
Imagination, 248, 259 


Industry, 65,178 
In jitu, to try work, 175 
Inspiration, nature of, dis¬ 
cussed, 27^ g 

Italian, thrift of, 157 

“Jacob’s ladder,” difficulty, 
* 280 

Joints, good and bad, 140 
Jugglery, craft, to be 
avoided, 174- 

KAi.pn>oscoPB, 232 
Kiln-feeder, a clumsy, 183 
Kilns, 105 

King, portrait of, 102 
Knives,cuttingand stopping, 
138, 142 

“ Knocking up,” 144 

Labour and mateOal, cost of, 
162 

I Lamb, Charles, on Milton’s 
!* Lyeidai, 272 
Large work, difficulty of, 77 
L'Art Nuuvedt, 245 
Lasting nails, 141 
Lathykin, 137 (and Glos¬ 
sary) 

Lea Valley, description of, 
2x5 

Lead, 89 

Lead, “calm” of, 137 (and 
^ploBsary) 

Lead, 90, 132, 137 
Lead-line, 84, 172 
Lead-lines, false, 166 
l/f^4d-mill, 91 
Lead, purity of, 90 
Lead,outer lead showing, X36 
Leaded lights, how to 
handle, 146 
Leading, 133 

Leadwork, artistic use of, 
176 
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Leadworkers, wage of, 159 
Light, 117 (and Glossary) 
Lights, 72, 146, 151 
Limitations, 154, 170 
Linoell’s colour, 202 
Lycidat, perfection of, 171 
Lyndhurst, windows at, 

» 37 . 150 

Maclou, St„ at Rouen, 282 
Man’s work, njture of, 196 
Master, book no substitute 
for, 82 

Master, need of, 82, 195 
Material and labour, cost of, 
162 V 

Matting, 72 
Matting-brush, 73, 75 
Matting over unfired out¬ 
line, 76 

Measure ifcrice, cut once,” 
285 

Measurement, accuracy of, 
115, 285 * 

Measurement, relation of 
glass to the* stonework, 

Meistersingers, the, 223 
Mezzotint compared with 
glass-painting, 81 
Michael Angelo, 271 
Middle Ages, craftsmanship 
of, 252 

Millais' picture of “Asleep.” 

209 ' 

‘ Millinery and upholstery ” 
in glass, to avoid, 324 
Morris, 203 
Muller, 79 

Munich glass, 84, 176 
Music, illustration derived 
from, 223 

iIajls, 141 

Nativity, star 0^ 229 
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Nature, 21^, 117,302, 324, 
335 

Neatness, 96 

68, 123 ^ ' 

Kewi College, 220 
^^%gling, no use in, 158 
“ Nimbus,” withhsM till the 
' • figure is finished, 263 
“Norman^” gj^ass. 217 ^ 
Novelty not essential to 
originality, 247 • 

Nfimbers attached to^iatural 
objects, 221 * 

OiL-PAiNTiNO ^and glass- 
painting compaled, 198* 
Oilstone, substitutUfor, 53 
Old glass, 171, 308, 314, 
Orange-tip butterfly, 214 
efrder, “ Heaven’s first law,” 
133 

Orderliness, 281,' ^ 

Originality not tsrbe striven 
'• after, 297 

Ornament, system of teach* 

^ 3*5 « 

Outline, 59-82 
Overpainting, danger of, 
120 

Oxford, centre for study of 
glass, 314. , 

Oxford, New College, for 
green, 230 
Oxifle {see Pigment) 

I Painted glass, 84% • 

Painter and gUhifainter 
centrasted, 199 ^ 

^Bainting, 56, 94, 118, 321 
Painting, heaviness of, ob* 
jected to by some, 227 
Painting, rule regarding 
amount<)f, 229 
Pansy, colour of, 232 
Patrons, 264 



lodex 


h Baithenon frieze, r^ose of, 


*73 

Per% 1101^^63 
Perpendicuialtfules for rlif4 J 
inga, 286 # •* 

reterborougn,Gothic tracery- 


in KormA openings, 238 | 
Pictures, criticism on, 208 
Pigmfht, 16^ 2 j 6 
*ngjnent, mixture 01, 57 
Pigment, oxide of iron, 57 
Pigment,«oft, danger of, 11V 
Pigment,Unpleasant red, 57 
Plain glazing, ^moving, 151 
Plying, 147 
Plier»i 43 f 
Poppies, #18 

^Hois of stained glasses, 159 
Principles of old work to 
be imitated, not accidents,* 


Prior 8 glass, 

Publicity, dlngn* of wasting 
time on pursuit of, 296 
fyiiek, parody of the Palace 
of Art,”^50 
Pupils* work, 335 
Putty, substitute for cement 
in plated work, 318 
Putty, to be used when glass 
is dosibled, 147 * 


Quarmes, 331 

Quarry glazin^with Ab- 
•• ject, 177 ^ 

• • 

Rack ^ass samples, i86 
tsfleaUsm to be avoided, 
*Reca8ting of compo8ition,A 

' 30* 

Removing the plain glazing, 

* 5 * 

Repose in architeatural art, 

*74 

Rest for hand, 6x 


Restoration, 181, 145, 315 
Resurrection, sunrise in, 219 
Revivals, architectural, 239 
Rich and plain work, 177 
Right angles, formula Tor, 
286 

Roman decadence, 140 
Hoorn, to make the most of, 
192 

Rose^briar, colour of, in sun¬ 
set, 220 

Rossetti, 203 * 

Ruby glass, 33 
Ruby glass, value of, 160 
“ Rule of thumb,” 113 
Rubs for work, 264, 286 
Ruskin, 20Z, 255, 325 

Sacridness of ancient build- 
ings, 145 

Schubert, 223 , 

Scratch-card,** 

Scrubs, 81 
■Sea-weeds, 217 
Second painl!|ng, 118, 126, 
127 \ 

Sections, how to join to¬ 
gether in fixing, 150 
Sections, large work made 
in, 150 

“Seed,” everything grown 
from, 291 

Seed of ornament, 294 
Selvage edge, to tear off, 193 
centre for study of 
glass, 315 

Setting mixture, 86 
Sharpening diamonds, 33 
Sleiftiese painters, good work 
to copy in glass, 322 
Single fire, 127 
Sketching in glass, 175 
Soldering, 144 
Sparta, revival of simplicity 
in, 243 
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Special gUiiei, 117 
Spotting, 163 

Spring morning, ride on a, 

Squaring outlines, aS6 
Stain, 1x9 
“ Suin it!** 115 
Stain oTcrfiring, result of, 
119 

Stained-glass, accessory to 
architeeturCi^ 168 
Stained-glass, ancient, to be 
held sacred, X4.j 
Stained-glass, definition and 
description of, 19 
Stained-glass, diaperirg, 
spotting, and streaking, 
179 

Stained-glass, joys of, 303 
Stained-glass, loving and 
careful t^;;*atment of, 177 
Stained-glass, new develop¬ 
ments of, 13a 

Stained-glass, .prices of 
material, 159^, 

Stained-glass, aibservient to 
architecture, 155, X36 
Stained-glass veriui painted 
glass, 84 
Staining, xx5 

Stale colour, danger of, 
165 

Stale work, disadvantage of, 
"4 

Standardising, 113 ‘ 

Stencil brush, ixi 
Stepping back to inspect 
work, 176 

Stevenson, R. L., 156 '■ ‘ 

Stick, 68 
Stipple, 99, 101 
Stippling brush, 100 
Stonework, relation of glass 

to, 134 

Stopping.knife, 14X 

j8o 


Streaky '^lasi, Imitating 


drapery, 130 



Subject, right lin.'^s to im. 

portance of, 148 
Sufficient firing, test of^iiy 
Sugar or freacfeu substitute 
for gum, 6x 

Surgeon, precision </ a, 67 
Symbolism, proportion in, 
x6z 

Tabernacle {ste Ck^opy) 
Tamworth, 237 ' 

Tapping, 41 c r" 

Taste, some principles of, 91 
xechnical school, curricu¬ 
lum of, 3at 

Templates to«ybe Verified, 
289 ^ 

Tennyson, his constant re¬ 
vision, 271 

Texture of glass, use of, 126 
Theseus, 260 

Thought, imagination, alle. 
gory, 248 

Ties for banding, 151 
Thrift, 157 c 

n'ime savea by accuracy and 
method, 290 

Tinie-saving appliances, 277 
Tinning the soldering iron, 
145 ^ .. 

Tints, method of chvosing, 
uo a- 

'Titian, 173, 203, 271, 316 
Tradition, 238, 142 
Troyes, centre for study of 
guss, 315 

Trying work m /*/«, 175 
TurgenieiT, proverb on accv- 
racjr, iS, 



Turpentine (Ve^icef, 119 
Tuscan painters, good work 
to copy in glass, 312 

i( UpHOLsnar and mlUi^l^ ** 
in glaA,^ EToid, 3a4« 

Vinos of Milo, 260 
Wk’onese^ii^ ^ 

Village <^urch, untouched, 
picture of, 305 
Violent action to be avoAed, 
> 7 ^ 

IVaob of leadworkers, 159 
IVaste, ^proportion of, to 
finished work, 161 
'Wastefulness, English, 156 
Wax, best, 95 f 

Wax, removing spots of, 98 

Waxi^g-u^ 95 


^Vaxlng-up, tool for, 188 
Wells, centre for study of 
glass, 5x4 

Wheel'barrow, comparison 
with wheel'Cutterf 51 
Wheel-cutters, 34, 35, 47, 
53. 54. 56 

White, pure, value of, tiy 
White spares to be interest- 
ing, 178 

Work in the shop, rules for, 
286 s 


Yellow and red together, 
218 

Yellow, certain tints hard 
^ to obtain, 217 
Yellow stain, 129 
York, centre for study of 
glass, 314 J 

York Minster, glass in, 230, 
508, 313 
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CHAPTER IX 

Of St^ng |nd Aciding—Ye]!bw Staio—Abiding— 
Caution required i| Use—Remedy for Burning 
—^Uiei of Aeidiocf—Other Reioutcea of Stained* 
Glass Work. 

Yellow stain, or silver stain*as*some call 
it, is made in various ways from silver— 
chloride, sulphate, and nitrate, I under¬ 
stand, are all used. The stain is laid on 
exactly like the pigment, but at the back 
of the glass. It does not work very 
smoothly, and some painters like to mix 
it with Venice turpentine instead^of wate» 
to get rid of this defect; whichever you 
use, keep a separate set of tools and a 
separate palette for it, and always keep 
them clean and the stain fresh mixed. 
Also you should not fire it with so strong 
a heat, and therefore, of course, you should 
never fire pigment and stain in the same 
batch in the kiln; otherwise the stain 
wall probably.go much hotter in coldbr 
than you wish, or will get muddy, or will 
“metal” as painters call il»—that is, get 
a horny, burnt-sienna .look instead of a 
clear yellow. 


Of Stain¬ 
ing and 
Aciding 



Of Stiun- ]^ow to Etch the Flash off a Flashed Glass 
ing and with Acid .—There isJ’oniy one more pro- 
cess, having to dx) with painting, which I 
shall ^ercnbe, and thatnis “ adding.”.. By 
this process you can etch the flash off the 
flashed glasses where you like. The process 
is the same as etchik^—you “ stop-out ” 
the parts ^that you wish to remain, just as 
in etching;' but instead of putting the 
stopping material over the wbt)le Ki'of 
glass and then scratching it off, as you do 
in copper-plate etching, it is better for the 
most part to paint the stopping on where 
you want it, and this is conveniently done 
with Brunswick black, thinned down with 
•^urpentipp; if you add a little red lead to 
it, it does no harm. You then treatit to* 
a bath of fluoric acid diluted with water 
and placed in a leaden pan; of, if it is 
only a touchlyou want, you can get it off 
with a mop of cotton-wool on a stick, 
dipped in the undiluted acid; but be care¬ 
ful'of the fumes, for they are very acrid 
and disagreeable to the eyes and nose; 
take care also not to get the acid on your 
finger-ends or nails, especially into cuts cm: 
sore places. ‘ For protection, india-rubber 
finger-stalls for finger and thumb are very 
goM, and you can get these at «iy shop 



where photographic (paterials are sold. • If Of Stain- 
you do get anyW the acid on to your 
hands or into a cut, yash them with 
diluled carbonattf of soda or" diluted 
ammonia. ' The ayd must be kept in a 
gutta-percha bottle. ^ • 

When the aciding is done, as far as you 
want it, the glass must b^ thoroughly 
rinsed in several wafers; do not leave any 
acid remaining, or it wil* continue to act 
upon the glass. You must also be careful 
not to use this process in the neighbour¬ 
hood of any painted work, or, in short, in 
the neighbourhood of any glass that is of 
consequence, the fumes from the acid 
.acting very strongly and vcry»*rapidlyr 
This process, of course, "may be used in 
many ways: you can, by it, acid out a 
diaper pattern, red upon whitf, white upon 
red; and blue may be treated in the same 
fashion; the white lights upon steel 
armour, for instance, may be obtained in 
this way with very telling effect, getting 
indeed the beautiful combination of steijy 
blue with warbi brown which we admire 
so in Burne-Jones cartoons.; for the 
brown of the pigment will not show 
warm on the blue, but vill do so directly 
it passes on to the white of the acided 



Of Stain- parts. This is the last ,process I neefl 
ingand describe; the many little special refine- 

” ments to be got by playing games with 

the lead»lines; by thitkening and thin¬ 
ning tnem; by doubling glass, td get depth 
and intensity, or to blend new tints;— 
these and such lik^e alte the things that any 
artist whoe ^oes his own work and practises 
his own craft can find* out, and ought tp 
find out, and is. bound to find out, for 
himself—they are the legitimate reward 
of the hand and heart labour spent, 
as a craftsman spends them, upon the 
material. Suffice it to say that in spite 
of the great skill which has been em- 
•ployed vpon stained-^lass, ancient find 
modern, and •employed in enormous 
amount; and in spite of the gr£at and 
beautiful results achieved; we may yet 
look upon stained-glass as ap art in which 
there are still new provinces to explore— 
walking upon the old paths, guided by 
the' old landmarks, but gathering new 
flgwers by the way. 

We must now, then, turn our attention 
to the mechanical processes by which the 
stained-glass Window is finished off. 
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chapter X 

* • ® * t> 

Leading-Up,and Fixmg—S^ng out the £ench— 

Rdation of Leading to mode of Fixing in the 
Stone—Proceat of Fixing—Leadiag-Up Returned 
—Straightening the t^ead—The “ Lathykin ” 

— The Cutting-Knife — The Naili — The 
Stopping-Knife—Knocking Up» * 

You first place your cut*line, face upward, Leading- 
upon the bench, and pin it down there. Upwd 
You next cut two “straight-edges” of 
wood, one to go along the base line of the 
section you mean to lead up, and the other 
altyig the side that lies next to you on the 
bench as you stand at work for you 
always work/row one side, as you will soon 
see. And it is important that you should 
get. these straight-edges at ta true right 
angle, testing them carefully with the set- 
square. Fig. 46 represents a bench set 
out for leading-up. , 

You must now build the glass together, 
as a child puts together his puzzle-map, 
one bit at a time, working from the base 
corner that is opposite your^left hand. 

But first of all you must place a strip 
of extra wide and flaf lead close against 
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Leading- each of youT straight-edges, so that the 
Up and ccre^bf the lead corresponds.with the put-' 

FtXing gjjg jJjjg Qf ypyj. 

It will be right here to explain what 



Fig. 46. 


relation the extreme outside measurement 
of your work Ihould bear to the daylight 
sizes of the openings that it has to fill. 
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'I think we may say that, whatever| the 
*“mouldings”*may ^ on the stonp, there 
is always a flat pfece at exact right angles 
to ‘the face of rthc wall in ^hich the 
window stands, and it is in this flht piece 
that the groove is*cut to receive the glass 
(fig. 47). • 

Now, as the glazed light has to fill 
the daylight opening, there nJust obviously 
be a piece beyond ^e ‘^daylight ” size to 



Fio. 47. 

go into the stone. By slipping the glazed 
light in sideways^ and even, in large lights, 
by bending it slightly into a bow, you can 
just get into the stone a light an inch, or 
nearly so, wider than the opening; *but 
the best way is to use an extra wide lead 
on the outside of your Mght, and bend 
back the outside leaf pf it both front and 
back so that they stand at right angles 
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Leading- 
Up and 
Fixing 


to l^e surface of the glass (fig. 48). 
this means you can reQu(@ the sise oF the 
panel by almost { of 'an inch on each 
side; yovi can push the, panel then, with¬ 
out either bending or slanting it much, 
up to its groove; and, putting one side 
as far as it will go kto the groove, you 
can bend back affiain into their former 


place the ‘two leaves of the lead on the 
opposite side; and when you 
have (Fone that slide them as 
far as they will go into their 
groove, and do the same by 
the opposite pair. You will 
then have the panel in its 
i j I ^ groove, with about J of *an 
Fig. 48. ' by and i of an 

inch of lead showing. ‘Some 
people fancy an objection to this; per¬ 
haps in very small windows it might 
look better to have the glass “flush” 
with the stone; but for myself 1 like 


to see a little showing of that outside 
lead, on to which so many of the leads 
thw; cross the glass are fastened. Any¬ 
way you must bear the circumstance in 


mind in fixing« down your straight-edges 
to start glazing ^he work; and that 
is why I have made this digression by 
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'mentioning now something that pro|)erly Leading- 
‘belong^ to fixmg. * Up^ 

Now before beginning to glaze you must 
stretch and strai^ten the lead; and this is 
done as follows (^. 49— Frontispiece). 

Hold the “ calm ” of lead .in your left 
hand, and run the "finder and thumb of 
your right hand down the le^ so as to 
get the core all one way Ad not at all 
twisted: then, holding one end firmly 
under your right foot, take tight hold 
of the other end with your pliers, and 
pull with nearly all your force in the 
direction of your right shoulder. Take 
care not to pull in the direction of your 
fate; for if you do, and the lejd breaks, 
you will break some of your features also. 

It is •very important to be careful that 
the lead is truly straight and not askew, 
othertrise, tyhen you use it m leading, the 
glass will never keep flat. The next 
operation is to open the lead with a piece 
of hard wood, such as boxwood or lignum- 
vita (fig. jo), made to your fancy for 
the purpose,.but something like the 8ia- 
mm, which glaziers call a “lathykin” 

(as I understand it). For cutting the 
lead you must have a, thin knife of good 
steel. Some use an old dinner-knife, 
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'some a palette-knife cut down—^ther Leadins- 
* square Ucross* the iJlade or at an angle—^it 
is a matter of taite (fig. 51). “““* 

Having bid down your le%ds A and 
B (fig. J2), put in the corner ^iece of 
glass (No. i); two of its si^es will then 
be covered, leaving’onc uncovered. Take* 



a strip of’lead and bend it round the 
uncovered edge, and cut it off at D, so 
that the end fits close and true agamst 
the_ me of lead A. And you must take 
notice to cv\}: with a perfectly vertkahcat, 
otherwise one side will fit close and the 
other will leave a gap. 

In fig- S3 A represents a good joint 
B a bad one. Bencf it round and cut it 





Leading- ofF \’^milarly at E. Common sense will 
Up^ tell you that you niusli get the angle 

'^““8 correct by marking it t^nth a slight in¬ 
cision of the knife in its place before you 
take it on to the bench for the final cut. 

Slip it in, and push it’in nice and tight, 
and put in piece No. i. 

But now look at your cut-line. Do 
you see that the inner , edges of pieces 2, 
3, and 4 all run in a fairly smooth curve, 
along which a conAnuous piece of lead will 



A Fig. 53 B 


bend quite easily?^ Leave, then, that edge, 
and put in, first, the leads which divide 
No. 2 from No. 3, and No. 3 from No. 4. 
Now don’t forget! the long lead has to come 
along the inside edges of all three; so the 
leaf of it will overlap those three edges 
nearly J of an inch (supposing you are 
using lead of J inch dimension). You 
muM therefore cut the two little bits we 
arc now busy upon | of an inch short of the 
top edge of the glass (fig. 54), for the inside 
leads only each, other; it is only the 
outside lead that overlaps. 
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How the Loose Glass is held in itsfplace 
' while Leading.-^T%lis is done with nails 





Kig. 5*4. 

driven into the glazing table, close up 
against the edge of the lead; and the best 
of all for the purpose are bootmakers’ 
“lasting nails”; therefore no more need 
be said about the matter; “ijse 
no ether” (fig. 55). , 

Aitd you tap them in with two 
or three sharp taps; not of a 
hammer, for you do not \^ant to 
waste time taking up a fresh tool, 
but with the end of your lead¬ 
ing-knife which is called a “ stop¬ 
ping-knife” (fig. 56), and which 
lead-workers generally make for 
themselves out of an oyster-knife, 
by bending the blade t® a convenient. 
working angle for manipulating the lead, 
and graving out lines in the lower part 
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Fig. 55. 







«of the handle, into which they run snder, Leadint- 
•terihinating it i^ a%olid lump at the Wt- tJp ^ 
end which forme an excellent substitute 
foft a h^mer. 

Now as soon as you have got»the bits 
I, 2, 3, 4 in theit places, with the leads 
F, G and H, I between them, you can 
take out the ntils along the line K, F, H, 

M, one by one as you come to them, 
starting from K; and put along that line 
one lead enclosing the whole lot, replacing 
the nails outside it to keep all &m as 
you work; and you must note that you 
should look out for opportunities to do 
this always, whenever there is a long line 
of the cut-line without any abr^t corners 
in it. You will thus save ^ourself the 
cutting (and afterwards the soldering) 
of unnecessary joints; for it is always 
good to save labour where you can 
without harm to the work; and in this 
case the work is all the better for it. 

Now, when you have thus continued 
the leading all the way across the panel, 
put on the qther outside lead, and so tfork 
on to a finish. 

When the opposite, outside lead is put 
on, remove the nails and take another 
straight-edge and put it against the lead, 
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Leading- and\ “knock it up” by hitting thef 
straight-edge until ^ou, get it' to‘ the 
exact size; at tl^e sa'me time taking 
your set-square and teiting the corners 
to see that all is*at right angles. 

Leave nqw the panel in its place, with 
the straight-edges still enclosing it, and 
solder ofF ^he joints. 

CHAPTER XI 

Soldering—Handling the Leaded Panel—Cementing 
—Recipe for Cement—The Broth—^Diriiioo 
of Long Lighta into Sectioni—How Joined 
when Fixed—Banding—Fixing—Chipping out 
the Old Glazing — Inaerting the New pnd 
Cementi^. 

I 

Soldering If the leads have got tarnished you 
may brush them over vnth the wire 
brush (fig. ^7), which glaziers call- a 
“ scratch-card ”; but this is a wretched 
business and need never be resorted to 
if you work with good lead and work 
“ fresh and fresh,” and finish as you go, 
nof letting the work lie about and get 
stale. Take an old-fashioned tallow 
“dip” candle; and put a little' patch 
of the grease over,each joint, either by 
rubbing the candle itself on it, os by 
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belting some of in a saucepanfand 
applying it witfe a brush. Then take 
your soldering-iA)n (fig. 58) and get it 
to the proper heat, whiqh you i^ust learn 
by practiae, and proceed to “ tin*’ it by 
rubbing it on a slieet of tin jvith a little 
solder on it, and ^so some resin and a 
little glass-dust, until the “ bit ^ (which is 
of copper) has a bright tin Yace. Then, 



holding the stick of solder in the left 
hand, put the end of it dowti close to the 
joint you wish to solder, and put the end 
of the iron against it, “biting off” as it 
were, but really melting off, a littla bit, 
which will form a liquid drop upon the 
joint. Sprejd this drop so as to sfcal 
up the joint nice and smooth and even, 
and the thing is done. Repeat with all 
the joints; then tum^ the panel over and 
do the opposite side. 


Soldering 
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Hov! to Handle Leaded 
Lights. —^I, said “ turn the 
panel ot^er.” But that 
brings tc; mind a caution 
tha£t yop need about the 
handling of leaded lights. 
You must not—as I once 
saw a man do—start to 
hold them as a waiter 
does a tray. You must 
note that thin glass in the 
sheet and also leaded 
lights, especially before 
cementing, are not rigid, 
and cannot be handled as 
if they were |Mnels of 
wood; you must "take 
care, when carrying them, 
or when they lean against 
the wall, to keep them' as 
nearly upright as they 
will safely stand, and the 
inside one leaning against 
a board, and not bearing 
its own weight And in 
laying them on the bench 
or in lifting them'off it, 
you<must tot place them 
so that the middle line of 




‘thegi corresppnds jvith the edge oif the SolderiBg 
bench, or table,* and then turn them on 
that as an axis, tiuickly, so that they do 
nof bear their (!iwn weight longer than 
necessary’(figs. 59,and 6o). * 

How to Cement a Leered Light .—The 
next process is tfie cementing of the 
light so as to fill up the groaves of the 
lead and make aH weather-proof. This 
is done with a mixture composed as 
follows:—Whitening, | to plaster of Paris 
i ; add a mixture of equal quantities of 
boiled linseed-oil and spirit of turpentine 
to make a paste about as thick as treacle. 

Add a little red lead to help to harden 
it,‘some patent dryer to cause, «t to dfy, 
and lamp-black to colour. 

This must be put in plenty on to the 
surface of the panel and tl’cU scrubbed 
info the joints with a hard fibre brush; 
an ordinary coarse “ grass brush ” or 
“ bass brush,” with wooden back, as sold 
for scrubbing brushes at the oil shops, 
used in all directions so as to rub jhe 
stuff into every joint. 

But you must note that if you have 
“ plated ” (».e. doubled) any of the glass 
you must, before cementing, putty those 
places. Otherwise the cement may pro- 
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SoUeriag babl)^run in between ^e two, producing ' 
blotches which you have no mdans' of' 
reaching in order to remdve them. 



You can, if Jou like, clean away'all the 
cement along the edges of the leads; but 
it is quite easy to be too precise and neat 
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in the ^matter and# make the workfiook Soldei^ 



hard. If you do it, a blunted awl will 
serve your turn. • 

One had better mention everything, 

H9 



Soldering 


and Vherefore I will fherc ,say that,, of 
course, a large light mr.st be niade in 
sections; and these shduld not exceed 
four feet in height, and Ifcss is better. ‘In 
fixing these in their .place when the 
window is put up (an extra wide flat 
lead being used at the top and bottom 
of each section), they are made to 
overlap; and if you 
wish the whole 
drainage of the 
window to pass in¬ 
to the building, of 
course you will put 
your section thus— 
(fig. 61 a); while‘if 
you wish the work 
Fig. 6 ib. ^ weather-tight 
\ you will place it 
thus—(fig. 61 b). It is just as well to make 
every question clear if one can, and there¬ 
fore I mention this. Nlost people like 
their ■ windows weather-tight, and, of 
couise, will make the overlapping lead the 
top one; but it’s a free country, and I 
don’t pretend to dictate, content if I make 
the situation cMar to you, leaving you to 
deal with it according to your own fancy. 
All is now done except the banding. 
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Fig. 61 a. 



How to Band a leaded Light .—Baifeing Soldering 
'meJns the puttyg*on of the little ties of 
copper wire by f-hich the window has to 
be Jield to the i»on crossbars that keep it 
in its place. These ties are simply short 
lengths of copper wire, generally about 
four inches long, But varying, of course,* 
with the size of the bar that y^ou mean to 
use; and these are»to be soldfered vertically 
(fig. 62) on to the face^of the light at any 
convenient places along the line where the 
bar will cross. In fixing the window, these 
wires are to be pulled tight round the bar 
and twisted up with pliers, and the twisted 
end knocked down flat and neat against 
the bar. , • 

And this is the very, last operation in 
the making of a stained-glass window. 

It now only remains to iijptruct you as 
to-what relates to the fixing of it in its 
place. 

How to Fix a Window in its Place. —There 
is, almost always, a groove in the stone¬ 
work to receive the glass; and, except in 
the case of an unfinished building, thi! is, 
of course, occupied by some form of plain 
glazing. You must remove<his by chipping 
out with a small masqp’s chisel the cement 
with which it is fixed in the groove, and 




iintvist^the aopperl bands trom tne 'bars 
and put your oWn glass in its place, re¬ 
fixing the bars (or new ones) in the places 
yovf have determined on<o suit yeur design 
and to support th* gla», and fixing your 
glass to them in tjje way described, and 
pointing the whole with good cement. 
The method of inserting tjie»new glass 
is described at p. *135. 

But that it is good for a man to feel the 
satisfaction of knowing his craft thoroughly 
there would be no need to go into this, 
which, after all, is partly masons’ work. 
But I, for my part, cannot understand the 
spirit of an artist who applies his art to a 
craft purpose and has nol^ at least, a strolig 
wish’to know all that pertains to it. 
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PA'RT II 


CHAPTER XII 

lutrodactory—The Great Questions—Colour_Light 

—Architectura] Fitness—Limitations—Thought 
—Imagination—Ailegorjr. 


Intro- Tce foregoing has been written as a hafid- 
ductory book to use at the bench, and therefore I 
have tried to keep myself strictly to de¬ 
scribing the k-tual processes and the ordi¬ 
nary practice and routine of staincd-ehiss 
work. 

But can we leave the Subject here ? 

If‘we were speaking of even the smallest 
of the minor arts and crafts, we should 
with to say something of why they are 
practised and how they should be practised, 
of the principles that guide them; of the 
spirit in which they should be undertaken, 
of the place they occupy in human affairs 
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and in our Iife,on eai|h. How mucn more 
t{ien m aft Art lik^ this, which soars to the 
highest themes, which dares to treat, which 
is re*juired to trAt, of .things Heavenly 
and Earthly, of thg lawS of God, ftnd of 
the nature, duty, and destinies of man; 
and not only so, but myst treat of these 
things in connection with, and in*subservi- 
ence to, the great \nd dominant Ajt of 
Architecture ? . 

We must not shrink, then, from saying 
all that is in our mind: we must ask our¬ 
selves the great questions of all art. We 
must investigate the How of them, and 
even face the Why. 

TTierefore here (however har^oit be tt) 
do ity^omething must be said of such great 
general principles as those of colour, of 
light, of architectural fitness^’ of limita- 
tionS, of thqught and imagination and 
allegory; for all these things belong to 
stMned-glass work,“and it is the right or 
wrong use of these high things that mdkes 
windows to be good or to be bad. ^ 

Let us, dear student, take the simplest 
things first, not because they are the 
easiest (though they perhajft are so), but 
because they will gradually, I hope, warm 
up our wits to the point of considering 
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Intro- these matters, and sd preprjc the way for 
dnctory ^hat is hardest of all. < 

And I think a gooi subject to begin 
with is that of Economy generally, tiking 
into consideration both time and materials. 


CHAPTER XIII 

Of Economy—The koglithman’i WaitefulncM—In 
Good Side—Its Excess—Difficulties—A Calcu- 
ladon—Remedies. 

Of Those who know work in various countries 
Economy nmst surely have arrived at the conclusion 
that thesEnglishman is the most wasteful 
being on the fatS of the globe! Htf only 
thinks of getting through the WOTk, or 
whatever it\nay be, that he has purposed 
to himself, attaining the end immediately 
in view in the speediest manner possible 
without regard to anything else, lavish of 
him*self and of the stuff he works snth. 
T^he picture drawn by Robert Louis 
Stevenson in “ Treasure Islknd ” of John 
Silver and his pirates, when about to start on 
their expedition, throwing the remainder 
of their breakfast on the bivouac fire, care¬ 
less whence fresh supplies might oome, is 
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^ English all qyer." | This is the character „0f 
of the Ace. It» has its good side, this Ecommij 
grand disdain—iti wins Battles, Victoria 
Crosses, Human# Society’s medals, and 
other things wel^ worth the whining; 
brings into port many a ship rfhat would 
else be lost or abandoned, and, year in, year 
out, sends to sea the lifeboats oa our rest¬ 
less line of coast. It would be something 
precious indeed that would be worth the 
loss of it; but there is a medium in all 
things, and when a master sees—as one now 
at rest once told me he often had seen—a 
cutter draw his diamond down a bit of the 
margin out of which he had just cut his 
piece, in order to make it small ;Mioug^to 
throw away, without being ashamed, under 
the bench, he must sometimn, I should 
think, wish the man were limployed on 
sonle warlike pr adventurous trade, and that 
he had a Hollander or Italian in his place, 
who would make' a whole window out of 
what the other casts away. * 

At the same time, it must be confes^ 
that this is a* very difficult matter to ar¬ 
range ; and it is only fair to the workman 
to admit that under existing conditions of 
work and demand, and<even in many cases 
of the buildings in which the work is done, 
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Of the way does not se^m clwr to havp thp 
Economy whole of what might be wished in this 
matter. I \nll point c^ut the difficulties 
against it» ' * 

Firs!, unless some system cduld be in¬ 
vented by which the ^mount of glass issued 
to any workman oould be compared easily 
and simply yith the area of glazed work 
cut from it, the workman has no induce¬ 
ment to economise; for, no record being 
kept of the glass saved, he knows that he 
will get no credit by saving, while the 
extra time that he spends on economy 
will make him seem a slower workman, 
and so he would be blamed. 

"Then,“again, it is impossible to see*the 
colour of glass A it lies on the bench; he 
has little ch^ce but to cut each piece out 
of the large' sheet; for if he got a clutter 
of small bits round him till, he happened 
to want a small bit, h,e would never be 
able to get on. 

'there is no use, observe, in niggling 
ai]d cheese-paring. There should be a 
just balance made between the re¬ 
spective values of the man’s time and 
the material on which it is spent; and to 
this end I now give some calculations 
to show these—calculations rather start- 
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lingj consideifd in||:he light of what one Of 
knows Ijf the ^ ordinary practices and Economy 
methods. i 

The antique glasses used in stained- 
glass work vary in price from is.* a foot 
to 5s., the weight jper foot being about 
32 oz. . 

The wage of the workmen vaho have to 
deal with this costly material varies from 
8d. to IS. per hour. 

The price of the same glass thrown 
under the bench, and known as “ cullet,” 
is I per TON. 

Let us now do a little simple arith¬ 
metic, which, besides its lesson to the 
wofkers, may, I think, come a.s a revela¬ 
tion wen to some employers who, content 
with getting work done quickly, may 
have hardly realised the price paid for that 
privilege. 

I ton =20 cwt. 

* A 

80 qri. 

X28 

640 

32 0Z.-2lb., 160 

therefore 4- 2 )2240 Ibi. • 

1120 - number of square feet 
in a ton. 
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Of The worth of this 4 is. a_ foot (whites) 
EcoiM>m7 i3._ 

+ * 0 )lli 0 (i^ 5 f, PER TOM. 

100 

lio 

120 

At 2s. 6a. per foot (the best of pot- 
metal blues, and rilbies generally):— 

S6 . 

56 

2^ times 56 » 4^140 PER TON. 

At 5s. a foot (gold-pink, and pale pink, 
Venetian, and choice glasses generally):— 
56 

p» X _5 

'»W »s 4^280 PER TON. 

Therefore these glasses are worth re¬ 
spectively—^6 times, 140 times, and 280 
times as much upon the bench as they are 
when thrown below it! And yet I ask 
you—employer or emplcfyed—is it not the 
case that, often—shall we not say “gene¬ 
rally ” ?—^in any given job as much goes 
below as remains above if the work is in 
fairly small pieces? Is not the accom¬ 
panying diagram a fair illustratibn (fig. 
63) of about the average relation of the 
shape cut to its margin of waste? 
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Employers Mnma|e tnis waste vanousiy. Of 
. have heard it ^placed as high as two- Economy 
thirds; that is to pay, that the glass, when 
leaded up, only nieasured one-third of the 
material used, or, ip other words, tSiat the 
workman had wasted twice as much as he 



Fro. 63. 


used. This, I adnut, was told me in m*y 
character as customer, and by way of ex¬ 
plaining what I considered 'a high charge 
for work; but I suppose that no one with 
experience of stained-glass work would be 




Of disposed to place thjl amount of waste 

Economy lower than one-half. ' . ■ • 

Now a good cutter ji^ill take between 
two and three hours to cut a square foot 
of avenge stained^glass work, fairly simple 
and large in scale; that? is to say, suppos¬ 
ing his pay one shilliitg an hour—which is 
about the.top price—the material he deals 
with is about the sams value as his time 
if he is using the cheapest glasses only. If 
this then is the case when the highest- 
priced labour is dealing only \rith the 
lowest-priced material, we may assume it 
as the general rule for stained-glass cutting, 
on the average, that “ labour is less costly than 
fhcmt^ateiyal on which it is spent,” and I 
would o\',en say piuch less costly. ^ 

But it is not to be supposed that the 
little more'care in avoiding waste which 
I am advocating would reduce his speed 
of work more than would be represented 
by twopence or threepence an hour. 

But I fear that all suggestions as to 
mitigating this state of things are of little 
uhe. The remedy is to p]ay into each 
other’s hands by becoming, all of us, 
complete, all*round craftsmen; .breaking 
down all the unnatural and harmful 
barriers that exist between “ artists ” and 
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^‘workmen," and ^ fitting ourselves to Of 
take* an* intelligent interest in both the Economy 
artistic and econopiic side of our work. 

Xhe possibility of tl\is all depends on 
the personal relations "and personal in¬ 
fluence in any particular shop—and em¬ 
ployers and emplofed^ must worry the 
question out between them. I vn content 
with pointing out Ae facts. * 

CHAPTER XIV 

Of Perfection—In Little Things—Cleanliness— 

Alertness—But not Hurry—Realising your Con¬ 
ditions—False Lead-Lines—Shutting out Light 
•—Bars—^Their Number—Their Importarij*— 

Precedence—Observing your LiflAjHirfs—A 
Result of Complete Training— Vm Special 
Limitations of Stained-Glass—^isguising the 
Lead-Line — No iuU Realism — No violent 
.Action—Self-Effacement—No Craft-Jugglery— 
Architectural Fitness founded on ArcUtectural 
Knowledge—Seeing Work in Situ —Sketching 
in Glass—The Artistic Use of the Lead— 

Stepping Back—Accepting Bars and LeSds— 

Loving Care—White Spaces to be Interesting— 

Bringing out the “Quality” of the Glas»— 

Spotting arid Dappling—“ Btulders-Glazing ” 
vertui Modern Restoring. 

The second question of principle that I OfPer- 
would dwell upon is that of perfection. 
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Of Per- Every operation in( the ^rts shoulci be 
fectioD perfect. It has to be jo in most arts, 
from violin-playing to ^ circus-riding, be¬ 
fore the jrtist dare ma^e his bovr tcf the 
public, t 

Placing on one s^e the question of 
the higher grades or art which depend 
upon speoial talent or genius—the great 
qualities of imagination, composition, form 
and colour, which belong to mastership— 
I would now, in this book, intended for 
students, dwell upon those minor things, 
the doing of which well or ill depends 
only upon good-will, patience, and in¬ 
dustry. 

•Aev onp can wash a brush clean; any 
one can'H'eep the colour on his pilette 
neat; can g;;ind it all up each time it is 
used; can cover it over with a basin or 
saucer when his work is oyer; and yet 
these things are often neglected, though 
80 easy to do. The painter will neglect 
to wash out his brush; and it will be 
clogged with pigment and gum, get dry, 
and stick to the palette, and the points 
of the hair will tear and break when it 
is removed a|ain by the same' careless 
hand that left it there. 

Another will leave portions of his 
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■colour, caked and|dry, at the edges of 
Tiis ^alefte for weeks, till all is stale; and 
then, when the ^ spirit moves him, will 
some day work 4 :his ii\, full of dirt and 
dust, wilih the fresher colour. | Every¬ 
thing, everything should be^done well! 
from the highest foryis of painting to 
tying up a parcel or washing o\)t a brush; 
—all tools should be clean^at all times, 
the handles as well as ,.the hair—there is 
no excuse for the reverse; and if your tools 
are dirty, it is by the same defect of your 
character that will make you slovenly in 
your work. Painting does not demand the 
same actual swiftness as some other arts; 
nevertheless each touch that^^oii fiace 
upon the glass, though it fifysy' be de¬ 
liberate, should be deft^ athletic, perfect 
in itself; the nerves braced, the attention 
keen, and the powers of soul and body as 
much on the alert as they would need to 
be in violin-playihg, fencing, or dissecting. 

This is not to advocate hurry. That is 
another matter altogether, for which also 
there is no excuse. Never hurry, or asl?an 
assistant to hurry. Windows are delayed, 
even promises broken (though that can 
scarce be defended), there may be “ ire in 
celestial minds ”; but that is all forgotten 
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Of Per- when we are dead; aLd we#soon shal) be, 
fection the window. 

Another thing to note, wnicn applies 
generally ,throughout all practice, is‘the 
wisdom'of getting as rviar as you can to 
your conditions. Fqr instance, the bits 
’ of glass in a window are separated by lead¬ 
lines; pitsh-black, therefore, against the 
light of day outside. Kow, when waxed 
up on the plate in* the shop for painting, 
these will be separated by thin cracks of 
light, and in this condition they are 
usually painted. Can’t you do better 
than that? Don’t you think it’s worth 
while spending half-an-hour to paint false 
leaiN(ftes«3n the back of the plate? A 
ha’p’ortfi'kf lamp-black from the oil-siftop, 
with a little prater and treacle and a long¬ 
haired brush, like a coach-painter’s, will do 
it for you (see Plate XIII.). , 

Another thing: when the window is 
in its place, each light will be surrounded 
with stone or brick, which, although not 
so,black as the lead-lines, wll tell as a 
strong dark against the glass.' See there¬ 
fore that while you are painting, your 
glass is surrounded by dark, or at any rate 
not by clear, glittering light. Strips of 
brown paper, pinned down the sides of the 
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iighj: you are .painting, will get the thing Of Per- 
quite nAr to its future conditions. fecdon 

As you have ieen told, the work is 
fixdd in its place oy bars of iron, and these 
ought by no means to be desyised or 
ignored or disguise^^, as if they were a 
troublesome necessityyou must accept * 
fully and willingly the conditiais of your 
craft; you must 'pride yourself upon so 
accepting them, knowing that they are 
the wholesome checks upon your liberty 
and the proper boundaries of the field in 
which you have your appointed work. 

There should, in any light more than a 
foot wide, be bars at every foot through¬ 
out the length of the light ;,,and 'Aese 
bars should be J inch, | inch,, 1 iftA in 
section, according to the ^eight of the 
work. The question theh arises: Should 
the bars be get out in their places on the 
paper, before you begin to draw the 
cartoon, or should you be perfectly free 
and unfettered in the drawing and then 
make the bars fit in afterwards, by moving 
them up and down as may be needed to 
avoid cutting across the faces, hands, &c. 

I find more difficulty ih answering this 
than any other technical question in this 
book. I do not think it can be answered 
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Of Per- with a hard and fast‘I Yes” or “No." It 
fcction depends on the circumstances of'the ‘case'. 
But I incline towards thfc side of making 
it the rule to put the‘Oars in first, .and 
adapt ^hft composition to thepi. You 
may think this a surpfising view for an 
artist to ta'ke. “Silrely,” you will say, 
“ that is putting tRe cart before the horse, 
and making' the more important thing 
give way to the less!” But my feeling 
is that reasonable ‘limitations of any kind 
ought never to be considered as hin¬ 
drances in a work of art. They are part 
of the problem, and it is only a spirit 
of dangerous license which will consider 
the^ as bonds, or will find them irksome, 
or wish 40* break them through. Staiped- 
glass is nSt an independent art. It is 
an accessor^ to architecture, and any 
limitations imposed by structure and 
architectural propriety or necessity are 
most gravely to be considered and not 
lightly laid on one side. And in this 
connection it must be remembered that 
the» bars cannot be made to go anywhere 
to fit a freely designed composition: they 
must be approximately at certain dis¬ 
tances on account of use; and they must 
ce arranged with regard to each other in 
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the whole cf^the #indow on account of Of Per 
appearaifte. ^ 

You might indeed find that, in any 
sin^e light, it is quite easy tp arrange 
them at proper a(jd serviceable distances, 
without cutting acr(jss the heads or hands 
of the figures; but it,is ten chances to 
one that you can get them to do so, and 
still be level with lach other, throughout 
a number of lights side Jjy side. 

The best plan, I think, is to set them 
out on the side of the cartoon-paper be¬ 
fore you begin, but not so as to notice 
them; then first roughly strike out the 
position your most important groups or 
figflres are to occupy, and, befpre yoirgo 
on with the serious work of dewing, see 
if the bars cut awkwardly, pnd, if they 
do, whether a slight shifting of them will 
clear all thf important parts; it often 
will, and then all is well; but I do not 
shrink from slightly altering even the 
position of a head or hand, rather‘than 
give a laboured look to what ought to^be 
simple and straightforward by “ coaxing ” 
the bars up and down all over the win¬ 
dow to fit in with the ifumerous heads 
and hands. 

If, by the way, I see fit in any case to 
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Of Per- adopt the other plan,’and make my oomT 
fection position first, placing the bars afterwards 
to suit it, I never alloSf myself to shift 
them from the level that is convenient 
and reaionable for anything except a head ; 
I prefer ev 4 n that they should cut across 
a hand, for instante, rather than that they 
should be*pl?.ced at injonvenient intervals 
to avoid it. 

The principle flf observing your limita¬ 
tions is, I do not hesitate to say, the most 
important, and far the most important, 
of all principles guiding' the worker in 
the right practising of any craft. 

The next in importance to it is .the 
ri^t exSfeise of all legitimate freedom 
within thchie limitations. I place thSm in 
this order,^ because it is better to stop 
short, by nine-tenths, of right liberty, than 
to take one-tenth of wrong 4 icense. But 
by rights the two things should go to- 
getl\er, and, with the requisite skill and 
training to use them, constitute indeed 
tl»e whole of the pActice of a craft. 

Modern division of labour is much 
against both pf these things, the observ¬ 
ance of which charms us so in the ancient 
Gothic Art of the Middle Ages. 

For, since those days, Ac craft has 
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lever l^pen t»ught*as a whole. Reader! 
;his book cannq(t teach it you—no book 
:an; but it cai^’make you—and it was 
(vritten with the sole object of making 
^ou —with to be taught it, and determine 
;o be taught it, iffou intend to practise, 
itained-glass work at aH. 

Modern staine 4 -glass woyk Is done by 
lumerous hands, each trained in a special 
skill—to design, or tfl paint, or to cut, 
ir to glaze, or to fire, or to cement—but 
lone are taught to do all; very few are 
:aught to do more than one or two. How, 
:hen, can any either use rightful liberty 
ir. observe rightful limitations ? They 
lo jiot know their craft, upon which 
:hese things depend. And observe how 
:ompletely also these two tnings depend 
jpon each other. You may be rightly 
Free, because you have rightly learnt 
ibedience; you,know your limitations, 
ind, therefore, you may be trusted to 
:hink, and feel, and act for yourself. 

This is what makes old glass, and,in- 
leed all ofd art, so full of life, so full 
Df interest, so full of ^enjoyment — in 
places, and right places, so ftill even of 
‘fun.” Do you think the charming 
grotesques that fill up every nook and 
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Of Per- corner sometimes in Ihe mjnor detail ot 
fectioa mediseval glass or carving cotfld ever 
be done by the methqd of a “superior 
person” making a drawing of them,*and 
an infe\ior person labcfiously translating 
them in fac-simik into^he material ? They 
are what they are, because they were the 
spontaneovs and allowed license and play 
of a craftsman who khew his craft, and 
could be trusted .to use it wisely, at any 
rate in all minor matters. 

THE LIMITATIONS OF STAINED-GLASS. 

The limitations of stained-glass can 
only be learnt at the bench, and by years 
of patient^ractice and docile service; but 
it may be ijFell to mention some of tbdm. 

Tou muH'i^otduguUe your lead-line. You 
must accept it willingly, as a limitation of 
your craft, and make it contribute to the 
beauty of the whole. 

“But I have a ligh't to do of the 
‘Good Shepherd,’ and I want a land¬ 
scape and sky, and. how ugly lead-lines 
lo& in a pale-blue sky! •! get them 
like shapes of cloud, and still it cuts 
the sky up till it looks like ‘random- 
rubble’ masonry.” Therefore large spaces ‘ 
of pale sky are “taboo,” they will not 
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do for glass^and jlou must modify your 
whole dttlooK, your whole composition, 
to suit what do. If you must have 
skyf it must belike a Titian sky—deep 
blue, with well-defned masses of floud— 
and you must thro^ to the winds reso¬ 
lutely all idea of attempting to imitate 
the softness of an English sky > and even 
then it must not be in a lar^e mass: you 
can always break it up with branched- 
work of trees, or with buildings. 

There should be no full realism of any 
kind. 

No violent action must assert itself in a 
window. 

I do not say that there mj^t not, in 
any circumstances, be any violent action— 
the subject may demand it; if so, it 
must be so disguised by the craftsmanship 
of the work, or treated so decoratively, 
or so mixed up with the background or 
surroundings, that you do not see a figure 
in violent action starting prominently out 
from the window as you stand in the 
church. But, after all, this is a thffig 
of artistic sense and discretion, and no 
rules can be formulated. The Parthenon 
frieze is of figures in rapid movement. 
Yet what repose! And in stained-glass 
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Of Per- you must aim at repofe. Remember,—it 
fectioa accessory to arcmtecrtire; iuid who 

is there that does notf want repose in 
architecture ? Name nf<^ a great building 
which dcJes not .possess it? How the 
architecB must turn ifi their paves, or, 
if limg, shake in thtir shoes, when they 
see the stained-^lass man turned into 
their buildings, to dinplay himself and 
spread himself abroad and blow his 
trumpet! * 

Efface yourself, my friend; sink your¬ 
self ; illustrate the building; consider its 
lines and lights and shades; enrich it, com¬ 
plete it, make people happier to be in it. 

There must be no craft-jugglery in stained- 

The art\nust set the craft simple prob¬ 
lems ; it must not set tasks that can only 
be accomplished by trickery or by great 
effort, disproportioned to the importance 
of the result. But, indeed, you will 
naturally get the habit of working ac¬ 
cording to this rule, and other reasonable 
ruies, if you yourself work at the bench— 
all lies in that. 

There must bt nothing out of harmony with 
the architecture. 

And, therefore, you must know some- 
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ihing of architectU'c, not in order to 
mit*te Sjie wbrk of the past and try to 
jet your own mistaken for it, but to learn 
;he love and reveVJnce and joy of heart of 
the old builders, so that your spirit may 
harmonise* with thSirs. 

Do not shrink from\ht trouble and expense 
?/ seeing the work in situ* and then, if neces- 
mry, removing it for correction and amend¬ 
ment. 

If you have a large window, or a 
series of windows, to do, it is often not 
1 very great matter to take a portion 
jf one light at least down and try it 
,n its place. I have done it very often, 
ind. I can assure you it is well worth 
while. 

OF MAKING A SKETCH GLASS. 

But there is another thing that may 
help you in this matter, and that is to 
sketch out the colour of your window in 
small pieces of glass—in fact, to make a 
scale-sketch of it in glass. A scale of 
one inch to a foot will do generally, 
but all difficult or doubtful combina¬ 
tions ot colour should be sketched larger 
— full size even — before you venture 
to cut. 
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IVork should be kept'flat by, leading. 

One of the main artistic use? of* the 
leadwork in a window that, if properly 
used, it keeps the work flat and in'one 
plane, allows far n>ore freedom in the 
conduct of your pic^jire, permitting you 
’ to use a degree qf realism and fulness of 
treatment<greater than you could do with¬ 
out it. Work may be done, where this 
limitation is properly accepted and used, 
which would look vulgar without it; and 
on the other hand, the most Byzantine 
rigidity may be made to look vulgar if 
the lead-line is misused. I have seen 
glass of this kind where the work was all 
on one plme, and where the artist had so 
far grasped proper principles as td use 
thick lead^i- but had curved these leads in 
and out across the folds of the drapery as ij 
they followed its ridges and hoUows —the 
thing becoming, with all its good-will to 
accept limitations, almost more vulgai 
than' the discredited “Munich-glass” oi 
a few years ago, which hated and dis¬ 
guised the lead-lines. 

Tott must step back to look at your work oi 
often and as fafas you can. 

Respect your bars and lead-lines, and h 
them be strong and many. 
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Eyery bit of glass in a “Window should look OfPer- 

"■ cared foU' fcction 

If there is a Icr of blank space that you 
“ddh’t know how to fill,” be sure your 
design has been too narrowly and frugally 
conceived. I do not (pean to say that there 
may not be spaces, and «ven large spaces, 
of plain quarry-glazing, upoi;f Tfliich your 
subject with its surrounding ornament may 
be planted down, as a pich thing upon a 
plain thing. I am thinking rather of a case 
ivhere you meet with some sudden lapse 
or gap in the subject itself or in its orna¬ 
mental surroundings. This is apt specially 
:o occur where it is one which leads rather 
;o pictorial treatment, and whaae, unless 
^ouhtive “canopy” or “tabernyle” work, 

IS it is called, surrounding and framing 
jverything, you find yourself at a loss how 
;o fill the space above or below. 

Very little can be said by way of general 
rule about this; each case must be decided 
on its merits, and we cannot speak without 
snowing them. But two things may ije 
aid: First, that it is well to be perfectly 
oold (as long as you are perfectly sincere), 
md not be afraid, merely because they are 
inusual, of things that you really wovUd 
ike to do if the window were for yourself. 
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Of Per- There are no hard ahd fast rules as to 
fection may or may not be done, afid if you 

are a craftsman and dey^jner also—as the 
whole purpose of this book is to tell “you 
you must be—many methods will suggest 
themselves of making;»your glass look inte¬ 
resting. The golden rule is to handle every 
bit of it yourself, and then you will be 
interested in the ingenuity of its arrange¬ 
ment ; the cutting of it into little and big 
bits; the lace work of the leads; thickening 
and thinning these also to get bold con¬ 
trasts of strong and slender, of plain and 
intricate; catching your pearly glass like 
fish, in a net of larger or smaller mesh; 
for, bear in. mind always that this question 
relates almost entirely to the ‘whiter glasses. 
Colour has''its own reason for being there, 
and carries its own interest; but the most 
valuable piece of advice that I can think of 
in regard to stained-glass treatment (apart 
from the question of subject and meaning) 
is to make your "white spaces interesting. 

^The old painters felt this when they 
diapered their quarry-glazing and did 
such grisaille work as the “ Five Sisters” 
window at York. Every bit of this last 
most have been put together and painted 
b^ a real craftsman delighting in his work. 
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The drawing is free and beautiful; the OfPer- 
Vhole v^ork^ is like jewellery, the colour 
scheme deiight^ijly varied and irregular. 

Tht work was loved: each bit of glass 
was treated on its merits as i| passed 
through hand. V^rking in this way all 
things are lawful; you may even put a" 
thin film of “matt” over^atty piece to 
lower it in tone and give it richness, or 
to bring out with emphasis some quality 
of its texture. Some bits will have lovely 
streaks and swirling lines and bands in 
them—“reamy,” as glass-cutters call it— 
or groups of bubbles and spots, making 
the glass like agate or pebble; and a gentle 
hand will rub a little matt oetfilm over 
these, and then finger it partly away to 
bring out its quality, just a^ a jeweller 
foils a stone. This is quite a different 
thing from smearing a window all over 
with dirt to make it a sham-antique; and 
where it is desirable to lower the tone of 
any white for the sake of the window’ and 
where no special beauties of texture exjft, 
it is better, 1 think, to matt it and then 
take out simple patterns from the matt: not 
outlined at all, but spotteS and streaked 
in the matt itself, chequered and petaled 
and thumb-marked, just as nature s{\ts 
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Of Per- and stripes and dapples, scatters daisies on 
fection jjjg grass and snowflakes in the^ air, and 
powders over with che^oard chequers 
and lacings and “ oes and eyes of light,” 
the win|;s of butterflies and birds. 

So man has always ioved to work when 
he has been let to choose, and when nature 
has had hdr yay. Such is the delightful 
art of the basket and grass-cloth weaver of 
the Southern seas 5 of the ancient Cyprian 
potter, the Scandinavian and the Celt. It 
never dies; and in some quiet, merciful 
time of academical neglect it crops up 
again. Such is the, often delightful, 
“ builders-glazing ” of the “ carpenters- 
Gothic ” period, or earlier, when the south 
transept w;ndov^ at Canterbury, and the 
east and weSt windows at Cirencester, and 
many such like, were rearranged with old 
materials and new by rule of thumb and 
just as the glazier “ thought he would.” 
Heaven send us nothing worse done 
through too much learning! I daresay 
h% shouldn’t have done it; but as it came 
to him to do, as, probably, hd was ordered 
to do it, we may be glad he did it just so. 
Inrthe CanterWy window, for instance, 
no/doubt much of the old glass never 
bjflonged to that particular window; it 
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maj have been, sinfully, brought there 
from Windows where it did belong. At 
Cirencester the|e» are numbers of bits of 
cailopy and so forth, delightful fifteenth- 
century work, euquisitely beautiful, put 
in as best they could be; no doubt from 
some mutilated window where the figures" 
had been destroyed—for, if ifty memory 
serves me, most of them have no figures 
beneath — and surrounded by little 
chequered work, and stripes and banding 
of the glaziers’ own fancy. A modem 
restorer would have delighted to supply 
sham-antique saints for them, imitating 
fifteenth - century work (and deceiving 
nobody), and to complete the» mutilated 
canopies by careful matching, making 
the window entirely correct and unin¬ 
teresting and lifeless and accomplished 
and forbidding. The very blue-bottles 
would be afraid to buzz against it; 
whereas here, in the old church, with the 
flavour of sincerity and simplicity around 
them, at one with the old carving and the 
spirit of the old time, they glitter with 
fresh feeling, and hang there, new and 
old together, breaking sunlight; ifre- 
sponsible, absurd, and delightful. 
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chapter' xv 

A Few lWc Dodges—A Cfumsy Tool—A Sub¬ 
stitute—A'GIass RackJi-An IncooTement Easel 
—A Conrenient Bosel—A Waxing-up Tool— 
An Eas«l with Movable Plates—hulciog the 
most of a Rbom—Haudllng Cartoons—Cleanli¬ 
ness — Dust — The Selvage Edge — Drying a 
« Badger ”—A Cdhiment. 

A Few Here, now, follow some little practical 
hints upon work in general; mere receipts; 
° description of time-saving methods and 
apparatus which I have ^parated from 
the formdi' part of the book; partly 
because th^y arfe mostly exceptions to 
the ordinary practice, and partly be¬ 
cause they are of general application, the 
common-sense of procedure, and will, I 
hope, after you have learnt from the 
former parts of the book the individual 
processes and operations, help you to 
mjrshal these, in order* and proportion, 
so as to use them to the grdatest advan- 
t^ and with t|ie best results. And truly 
our^stained-glass methods are most waste- 
fuyand bungling. The ancient Egyptians, 
tl/y say, nude glass, and 1 am sure some 
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of our preset tools and apparatus date 
■from ths tim^ of the Pyramids. 

I 

A CLUMSY KILN-fEEDER. 

What fhall we ,say, for 
instance, of this instru¬ 
ment (fig. 64), used fpr 
loading some forms of 
kiln? 

The workman takgs 
the ring-handle in his 
right hajid, rests the 
shaft in the crook of his 
left elbow, puts the fork 
under an iron plate loaded 
with glass and weighing 
abo&t forty pounds, and. 
then, with tug and strain, 
lifts it, ready to slip off 
and smash at any moment, 
and, grunting, transfers 
it to the kiln. *A little 
mechanical appliance 
would save nine-tenths 
of the labour, a stage on 
wheels raised or lowered 
at will (a thing which* surely should 
not be hard to invent) would brini it 
from the bench to the kiln, and Air A if 
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Fig. 64. 


A Few 
Little 
Dodges 



I 

A Few needs be, and no better metiiod could be 
Little found, the fork might be used to put it' 
Dodge. in. J 

Meanwhile, as a temporary step in the 
right diMction, I illustrate a little apparatus 
inventea by Mr. Heaton, which, with the 
■ tray made of somg lighter substance than 
iron, of which he has the secret, decreases 
the labour by certainly’ one-third, and I 



think a half (fig. 65). It is indeed only a 
sort of half-way house td the right thing, 
but, tested one against the other with 
equal batches of plates, its use is certainly 
lest laborious than that of the fork. 
And that is a great gain; for the con¬ 
sequence of these rough ways is that the 
kill/ man, whom we want to be a quiet, 
observant man, with plenty of leisure and 
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with all his stfength and attention free to A Few 
Vatch tht progress of a process or experi- ^ 
ment, like a ll^mist in his laboratory, 
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has often two-thirds of it distracted by 
the stress of needless wor^ which is only 
fit for a navvy, and the only tendency!of 
which can be towards turning him into o^. 
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Dodgea 


A GLASS-RACK FOR WASTE PIECES. 

f . . 

Then the cutter, who throws Sway half 
the Stuff under his beiv:^.! How easy it 
would be^ if things were thought of from 
the beginning and the place built for the 
work, to have such fvidth of bench and 
space of windowt that, along the latter, 
easily anti ^ comfortably within reach, 
should run stages, tier above tier, of 
strong sheet or ihin plate glass, sloping 
at such an angle that the cuttings might lie 
along them against the light, with a fillet 
to stop them from falling off. Then it 
would be a pleasure, as all handy things 
are, for the workman to put his bits of 
glass therc^'and when he wanted a piece of 
similar colour, to raise his head and dioose 
one, instead of wastefully cutting a fresh 
piece out of the unbroken sheet, or wasting 
his time rummaging amongst the bits on 
the bench. A stage on the same principle 
for choosing glass is illustrated in fig. 67. 

But it is in easels that improvement 
s^ms most wanted and would be most 
easy, and here I really must tell you a 
story. 

ji AN INCONVENIENT EASEL. 

ATaving once some very large lights to 
O^nt, against dme, the friends in whose 
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shop I was to work 
(wishing j:o |ive me 
every advantage and to 
tave time, had^ "had 
special easels made to 
take in thte main part 
of each light at onJe. 
But an “ Easel,” in 
stained-glass wc.rk, 
meaning always the 
single slab of plate- 
glass in a wooden frame, 
these were of that type. 
T forget their exact size 
and could hazard no 
guess at their weight, 
«but it took four men to 
get one from the ground 
on to the bench. Why, 
I wanted it done a dozen 
times an hour! and 
should have wished to 
be able to do it at any 
moment. Instead of that 
it was, “Now then,* 
Bill; ease her over 1 " 
“ Steady I ” “ Now 

lift!” “ All together, 
boys 1 ” and so forth. I 
wonder there wasn’t a 
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Strike ! But did no one, tjien, ever see in 
a club or hotel a plate-glass window about 
as big as a billiard-tablq and a slim waiter 
come up to it, and, with a polite “ Would 
you like'the window (Ppen, sir,?” quietly 
lift it with one hand<i? 

A CONVENIENT EASEL. 

Fig. 6S is a diagram of the kind of easel 
I would suggest. It can either stand on the 
bench or on the Boor, and with the touch 
of a hand can be lifted, weighing often 
well over a hundredweight, to any height 
the painter pleases, till it touches the roof, 
enabling him to see at any moment the 
whole of his work at a distance and against 
the sky,‘v^hich one would rather c 5 l an • 
absolute necessity than a mere convenience 
or advantage. 

Some of these things were thought out 
roughly by myself, and have been added 
to and improved from time to time by my 
paiqters and apprentices, a matter which 
I shall say a word on by-and-by, when we 
consider the relatibns which should exist 
between these and the master. 

AN IMPROVED TOOL FOR WAXING-UP. 

jMeanwhile here is another little tool 
{fa. 69), the invention of one of my 
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youngest “ hands ” (and f heads), ^ and 
really <a praise- 
K .1 worthy inven- 

11 /V^ " though 

i 1 it ,||||,| •- indee4 a simple 

and self-evident 
matter, enough. 
The u^l tool 
for waxing - up 
is (i) a strip 
of glass, (2) a 
penknife, (3) a 
stick of wood. 
The thing most 
to be wished for 
in whatever is 
used beingj" of 
course, that it 
sieu/^ retain the 
'heat. This youth 
argued: “Ifthey 
use copper for 
soldering-bits 
because it retains 
heart so well, why 
not use copper 
for the waxing- 
upkool ? besides, it can be made into a pen 
w){ich will' hold more wax.” 
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Fig. 69. 



So said, sq done; nothing indeed to A Few 
Inalce a «fuss about, but part of a very 
wholesome spirJt of wishing to work 
with handy tools economically, instead of 
blundering and westing. 

I 

AN EASEL WITH MOVABLE PLATES. 

« 

But to return for a momtfnt to the 
easel. I find it ^ery convenient not to 
have it made all of ope plate of glass, 
but to divide it so that about four plates 
make the whole easel of five feet high. 

•.These plates slip in grooves, and can be 
let in either at the top or bottom, the 
latter being then stopped by a batten and 
thilmbscrews. By this means light of 
any* 4 ength can be painted in sections 
without a break. For supposing you 
work from below upwards, and have done 
the first five feet of the window, take out 
all the glass except the top plate, shift this 
down to the hottoni, and place three empty 
plates above it, and you can joiif the 
upper work to the lower by the samgle 
of the latter deft in its place to start you. 

HOW TO MAKE THE MOSC OF A ROOM. 

The great point is to be able to get aWay 
as far as you can from your work. An^ I 



A Few advise you, if your room is ^mall, to have 
Little a fair-sized mirror (a cheval-giass) 'and 
place it at the far end of your room 
opposite the easel where you are painting, 
and then,' standing clofe by the side of 
your easel„ look at jyour work in the 
' mirror. This will double the distance at 
which you see it, and at the same time 
present it to’ you reversed; which is no 
disadvantage, for you then see everything 
under a fresh aspect and so with a fr^h 
eye. Of course, by the use of two mir¬ 
rors, if they be large enough, you can put 
your work away to any distance. You 
must have seen this in a restaurant where 
there were, mirrors, and where you have 
had presented to.you an endless procession 
of your own head, first front then back, 
going away into the far distance. 

HOW TO HANDLE CARTOONS. 

Well, it’s really like insulting your in¬ 
telligence ! And if I hadn’t seen fellows 
down on their harids and knees rolling 
and unrolling cartoons along the dirty 
floor, and sprawling all over the studio so 
that everybody'had to get out of the way 
int 4 comers, I wouldn’t spend paper and 
injC to tell you that by standing the roll 
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ufrig/it and sjrinning it gently round with 
your haritis, fivejng first one edge and 
then another, you,,can easily and quietly 
unroll and sort out a bundle of a dozen 
cartoons, each twenty feet long,,“bn the 
space of a small heiirth-rug; but so it is 
(fig. 70), and in just the same way you 
can roll them up again, 

NEATNESS AND CLEANLINESS. 

A 

You should have drawers in the tables, 
and put the palettes away in these with 
jJje colour neatly covered over with a basin 
when you leave work. Dust is a great 
enemy in a stained-glass shop, and it 
must be kept at arm’s length. . , 

YOU*KfUST TEAR OFF THE’SELVAGE EDGE 
OF YOUR TRACING CLOTH, 

Otherwise the tracing cloth being all cockled 
at the edge, which, however, is not very 
noticeable, will notolic flat, and you will be 
puzzled to know why it is that you cannot 
get your cut-line straight; tear off the edge, 
and it lies perfectly flat,’without a wrinkla 

HOW TO DRY A BIG BRUSH OR BADGER 
AFTER IT IS WASHED. 

I expect you’d try to dry it in front of 
the fire, and there’d be a pretty eight- 
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shilling ^izzlo! But the way is this; First A Few 
s^eep th® wet brush downwards with all 
your force, just as^you shake the worst ^^***** 
of the wet ^pfF a dripping umbrella, then 
take the Ijandle o" the brush bet‘v/{een the 
palms of your hands, <yith the hair pointing 
downwards, and rub yoar hands smartly 
together, with the handle between them, 
just as an Italian waiter whisks up the 
chocolate. This sends the hair all out like 
a Catherine-wheel, and dries the brush with 
quite astonishing rapidity. Come now! 

^»u’d never have thought of that ? 

And why have I reserved these hints 
till now? surely these are things of the 
‘work-bench, practical matters, and would 
have come more conveniently in their 
own place ? Why have I—do you ask— 
after arousing your attention to the 
“ great principles of art,” gone back 
again all at once to these little matters ? 

Dear reader, I have done so deliberately 
to emphasise the First of principles, that 
the right learning of any craft is the 
learning it under a master^ and that all 
else is makeshift; to drive home the 
lesson insisted on in the former volumes 
of this series of handbooks, and gathered 
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into the sentence quoted ks a motto on 
the fly-leaf of one of them, <hat “An 
art can only be learijecl in the workshop 
of those who are winning their bread 
by it.’*' 

These little thing's we have just been 
speaking of oecurred to me after the 
practical* pjrt was all written; and I de¬ 
termined, since it happened so, to put 
them by themselves, to point this very 
lesson. They are just typical instances of 
hundreds of little matters which belong 
to the bench and the workshop, aerd 
which cannot all be told in any book; 
and even if told can never be so fully 
grasped* as they would be if shown by 
master to pupil. Years — ccntilries of 
practice have made them the common¬ 
places of the shops; things told in a 
word and learnt in an instant, yet which 
one might go on for a whole lifetime 
without thinking of, and for lack of 
which our lifetime’s work would suffer. 

, Man’s work upon Cirth is all like that. 
The things are there undef his very nose, 
but he never discovers them till some acci¬ 
dent shows tliem; how many centuries of 
sailing, think you, passed by before men 
knew that the tides went with the moon ? 
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Why then ^rite a book at all, since A Few 
it»is rtot tl^ best way ? 

Speaking for myself only, the reasons 
appear to be: First,*because none of these 
crafts is at preseiM; taught in ’its ful¬ 
ness in any ordinary^ shop, and, I 'would 
wish to give you at least a longing to 
learn yours in that fulness; and^ second, 
because it seems alio very advisable to 
interest the general reader in this ques¬ 
tion of the complete teaching of the crafts 
to apprentices. To insist on the value 
aij^ necessity of the daily and hourly 
lessons that come from the constant 
presence, handling, and use of all the 
tools*and materials, all the apparatus and 
%11 the, conditions of the craft, and from 
the interchange of ideas amongst those 
who are working, side by side, making 
fresh discoveries day by day as to what 
materials will do under the changes 
that occur in conditions that are ever 
changing. 

However, one mast qot linger further 
over these little matters, and it now be¬ 
comes my task to return to the great lead¬ 
ing principles and try to deSl with them, 
and the first cardinal principle of stained- 
glass work surely is that of Colour. 
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CHAPTER XVI 

OF COiJODR 

Of ColoHi* But how hopeless to deal with it by way 
of words in a book where actual colour 
cannot be shown! ‘ 

Nevertheless, kt us try. 


... One thinks ofmorning and evening^., 
. . . of clouds passing over the sun; of 
the dappled glow and glitter, and of faint 
flushes rast from the windows on* the 
cathedral pavement; of pearly white', like* 
the lining of a shdl; of purple bloom 
and azure haze, and grass-green and 
golden spots, like the budding of the 
spring; of all the gaiety, the sparkle, and 
the charm. * 

And then, as if the evening were draw¬ 
ing on, comes ovet the memory the picture 
of those graver harmonies, in the full glow 
of red and blue, which go with the deep 
notes of the ^reat organ, playing requiem 
or evening hymn. 

Of what use is it to speak of these 
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things? Th^ words fall upon the ear, Of Colour 
but 'the ^ye is not filled. 

All stained-glass gathers itself up into 
this one subject; the glory of the heavens 
is in it and the fulgipss of the earth, and we 
know thaf the showing forth of if cannot 
be in words. , 

Is it any use, for instance, ta speak of 
these primroses alftng the Railway bank, 
and those silver buds of the alder in the 
hoUow of the copse ? 

One thinks of a hint here and a hint 
itere; the very sentences come in frag¬ 
ments.' Yet one thing we may say securely; 
that the practice of stained-glass is a very 
good way to iearn colour, or ^s much of 
it aS can come by learning. 

For, consider;— 

A painter has his colour-box and pal¬ 
ette ; 

And if he has a good master he may 
learn by degrees‘how to mix his colour 
into harmonies; 

Doing a little first, cautiously; 

Trying th« problem m one or two sim^e 
tints; learning the combinations of these 
in their various degrees* of lighter or 
darker; 

Exhausting, as much as he can, the 
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Of Colour possibilities of one or two pigments, and 
then adding another and another^ 

But always with a very limited number 
of actual separate ones <to draw upon; 

All th^ infinity of t^e whole world of 
colour ioeing in his ^wn hands', and the 
, difficulty of dealing with it laid as a 
burden upon his own shoulders, as he 
combines, modifies, mixes, and dilutes 
them. 

He perhaps has eight or ten spots of 
pure colour, ranged round his palette; and 
all the rest depends upon himself. 

This gives him, indeed, one side of the 
practice of his art; and if he walks warily, 
yet daringly, step by step, learning day<by 
day sometnmg more of the powers tl^jit lie 
in each single kind of paint, and as he 
learns it applying his knowledge, bravely 
and industriously, to add strength to 
strength, brightness to brightness, rich¬ 
ness to richness, depth to depth, in ever 
clearer, fuller, and more gorgeous har¬ 
mony, he may indeed . become a great 
painter. 

But a more timid or indolent man gets 
tired or afraid cf putting the clear, sharp 
tints side by side to make new combina¬ 
tions of pure and vivid colour. 
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And even a man industrious, alert, Of Colour 
ind* determined may lose his way and 
get confused amongst the infinity of 
choice, through being badly taught, and 
especially througlj being allow^.at first 
too great*a range, yK) wide a /chaice, too 
lavish riches. 

A man so trained, so situated, so 
tempted, stands in* danger cJf being con¬ 
tented to repeat old receipts and formulas 
over and over, as soon as he has acquired 
the knowledge of a few. 

Or, bewildered with the lavishness of 
lITs TITCans and confused in his choice, 
tends to fall into indecision, and to smear 
and dilute and weaken. 

I'cjnnot help thinking that it is to this 
want of a system of gradual teaching of 
the .’lementary stages of colour in painting 
that we owe, on the one side, the fashion 
of calling irresolute and undecided tints 
“ art ” colours; and, on the other hand, 
the garishness of our modern exhibitions 
compared with galleries of old paintings. 

For Titian’s.burning karlet and crimsftn 
and palpitating blue; and Veronese’s 
gold and green and white and rose are 
certainly not “ art colours ”; and I 
think we must fal the justice and truth 
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Of Colour of Ruskin’s words spoken, regarding a 
picture of Linnell’s:— 

“ And what a relief it is for any whole¬ 
some human sight, afiter sickening itself 
among tht; blank hory»r of dirt, ditch- 
water, aliid^ malaria, y'hich the' imitators 
of the French schools have begrimed our 
various Exhibition walls with, to find once 
more a bit of blue in flie sky and a glow 
of brown in th? coppice, and to see 
that Hoppers in Kent can enjoy the'ir 
scarlet and purple—like Empresses and 
Emperors.” (Ruskin, “Royal Acadenyj;,. 
Notes," 1875.) 

From this irresolution and indecision 
and the djujl-colour school begotten of it 
on the one hand, and from garishnasS on 
the other, stained-glass is a great means 
of salvation; for in practising this art the 
absolute judgment must, day by day, be 
exercised between this and that colour, 
there present before it' and the will is 
braced by the necessity of constant choice 
and decision. In $hort, by many of the 
nfodern, academical methods of teaching 
painting, and especially by the unfortunate 
arrangement, i^ere it exists, of a pujfil 
passing under a succession of different 
masters, I fear the colour-sense is per- 
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plexed and blpnted; while by stained-glass, 
taught, af all art should be, from master 
to apprentice, while both make their bread 
by it, the colour-lense would be gradu¬ 
ally and steadily ctdtivated and tirould have 
time to grow. ' / * 

This at least seems* certain: that all* 
painters who have also dor% stained- 
glass, or indeed any other decorative work 
in colour, get stronger and braver in 
painting from its practice. So worked 
Titian, Giorgione, Veronese; and so in 
^au r da ys worked Burne-Jones, Rossetti, 
Madox-Brown, Morris; and if I were to 
advise and prate about what is, perhaps, 
not my proper business, I wouljj say, even 
to*tile student of oil-painting, “Begin 
with burnt-umber, trying it in every 
degree with white; transparent over 
opaque and opaque over transparent; 
trying how near you can get to purple 
and orange by 'contrast (and you will 
get nearer than you think); then add 
sienna at one end and black at the other 
to enlarge the range;—and then get a tet 
of glass samples. 

I have said that stalhed-glass is “a 
great means of salvation,” from irresolu¬ 
tion and indecision on the one hand and 
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Of Colour from garishness on the othqr; but it is 
only a means—the fact of salvation lies' 
always in one’s own hands^for we must, I 
fear, admit that “ garishness ” and “ irre¬ 
solution V tare not unkfltown in stained- 
glass itse’if, vn spite of the resources and 
safeguardings we have attributed to the 
material. •’Shaking, therefore, now to 
stained-glass painters ' themselves, we 
might say that these faults in their own 
art, as too often practised in our days, 
arise, strange as it may seem, from ignor¬ 
ance of their own material, that^ verjh 
material the knowledge of which we liave 
just been recommending as a safeguard 
against thqse very faults to the students 
of another art. 

And this brings us back to our subject. 

For the foregoing discussion of painters’ 
methods has all been written to draw a 
comparison and emphasise a contrast. 

A contrast from whfch you, student 
of stained-glass, I hope may learn much. 

For as we have tried ^ to describe the 
mAhods of the painter in oil or water 
colours, and so point out his advantages 
and disadvantages, so we would now 
draw a picture of the glass-painter at 
work; if he works as he should do. 
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For the painter of pictures (we said) OfCdour 
has his ^colour-box of a few pigments, 
from which all*his harmonies must come 
by mixing them' and diluting them in 
various proportiuns, dealing ■«th infinity 
out of a very limited range fif luaterials, 
and required to supply all the rest by his 
own skill and memory. * 

Coming each ‘day to Sis work with 
his palette clean and his colours in their 
tubes ; 

Beginning, as it were, all over again 
-garh timff; and perhaps with his heart 
cold 'and his memory dull. 

But the glass-painter has his specimens 
oT glass round him; som^ hundreds, 
perhaps, of all possible tints. 

He has, with these, to compose a 
subject in colour; 

There is no getting out of it or 
shirking it; 

He places the bits side by side, with 
no possibility (which the palette "gives) 
of slurring or dilutipg or dulling them; 
he must choose from the clear hard tints; 

And he has the whole problem before 
him; 

He removes one and substitutes 
another; 
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“This looks better;” “That is a 
pleasant harmony;" “ Ah! ^t ‘this 
makes it sii^!” 

He gets them into‘groups, and com¬ 
bines dsem into harRMnies, tint with 
tint, grdu^with group: 

If he is wse hie has them always by 
him; 

Always ready to arAnge in a movable 
frame against the ;vindow; 

He cuts little bits of each; he waxes 
them, or gums them, into groups on 
sheets of glass; 

He tries all his effects in the* glass 
itself; he sketches in glass. 

If he i^ wise he. does this side by side 
with his water-colour sketch, making 
each help the other, and thinking in 
glass; even perhaps making his water¬ 
colour sketch afterwards from the glass. 

Is it not reasonable ? 

Is it not far more easy, less dangerous ? 

He has not to rake in his cold and 
meagre memory to, fish, out some poor 
h^hdful of all the possible harmonies; 

To repeat himself over and over again. 

He has ail die colours burning round 
him; singing to him to use them; 
sounding all their chords. 
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Is it not ijhe way ? Is it not common 
^ense ? , 

Tints! pure 6nts! What great things 
they are. ■* 

I remeipber ar««ld joke of the. pleasant 
Du Maurier, a drawing reprcserfting two 
fashionable ladies discussing the after-i 
noon’s occupation. One s^ys; “ It’s 
quite too dull to 'see colours at Madame 
St. Aldegonde’s; suppqge we go to the Old 
Masters" Exhibition! ” 

Rather too bad ! but the ladies were not 
so a ltogether frivolous as might at first 
appear. I am afraid Punch meant that 
they were triflers who looked upon 
cdlour in dress as important, j^nd colour 
in'pictures as a thing which would do for 
a dull day. But they were not quite so 
far astray as this! There are other things 
in pictures besides colour which can be 
seen with indifferent light. But to match 
clear tint agairist clear tint, and ^ut 
tc^ether harmonies, there is no getting 
away from the problem ! It is all sheer, 
hard exercise; you want all your li^t 
for it; there is no slurring or diluting, 
no “glazing” or “sculhbling," and it 
should form a part of the teaching, and 
yet it never does so, in our academies 
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Of Colour and schools of art. A cwrious matter 
this is, that a painter’s training leaves 
this great resource of knowledge ne¬ 
glected, leaves the ' whole thing to 
memory. I Out of all /He infinite possible 
harmonfe\>nly gettii^ what rise in the 
' mind at the moment from the unseen. 
While ladies, who want to dress beauti- 
fully look at the things themselves, and 
compare one with another. And how 
nicely they dress. If only painters 
painted half as well. If the pictures in 
our galleries only looked half 
monious as the crowd of spectators below 
them! I would have it part of every 
painter’s training to practise some craft, 
or at least that branch of some Craft, 
which compels the choosing and arranging, 
in due proportions for harmony, of clear, 
sharp glowing colours in some definite 
material, from a full and lavish range 
of existing samples. ^ It is true that 
here‘and there a painter \rill arise who 
has by nature that kind of instinct or 
memory, or whatever it is," that seems 
to feel harmonies beforehand, note by 
note, and adcf them to one another 
with infallible accuracy; but very few 
possess this, and for those who lack I 
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am ^urging this training. For it is a 
tase of 

" the little n^ore and how much it ii, 

And the little less and what worlds away.” 

Millais hung a dating crimsoh sash over 
the creamy-white bed-(^uilt, in the glow 
of the subdued ijight-lamp^ m his pic¬ 
ture of “Asleep,” and we all thought 
what a fine thing it w*s. But we have 
not thought it so fine for the whole 
art world to burst into the subsequent 
uwfaStfe paroxysm of crashing discords 
in chalk, lip-salve, and skim-milk, which 
"has lasted almost to this day. 

At any rate, I throw out thk hint for 
pupils and students, that if they will get 
a set of glass samples and try combina¬ 
tions of colour in them, they will have 
a bracing and guiding influence, the 
strength of which they little dream of, 
remrding one of the hardest problems 
of their art. 

This for the StudMit of painting 
general: buf for the glass-painter it is 
absolutely essential — the^ central point, 
the breath-of-life of his art. 

To live in it daily and all day. 

To be ever dealing with it thus. 
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Of Colour To handle with the hand% constantly. 

To try this piece, and that piece, the 
little more and the little'less. 

This is the be-all and end-all, the 
beginnings and the itiid of ..the whole 
matter,'atfd here therefore follow a few 
• hints with regardfto it. 

And there is one rule of such dominat¬ 
ing importance that ali other hints group 
themselves round it; and yet, strangely 
enough, I cannot remember seeing it 
anywhere written down. 

Take three tints of glass—a purgls,J'*t 
us say, a crimson, and a green. 

Let it be supposed that, for some 
reason, you desire that this should form 
a scheme of colour for a window, or part 
of a window, with, of course, in addition, 
pure white, and probably some tints more 
neutral, greenish-whites and olives or greys, 
for background. 

You choose your purple (and, by-the- 
bye,‘ almost the only way to get a satis¬ 
factory one, except by^ a happy accident 
now and then, is to double gold-pink with 
blue; this is the only way to get a purple 
that will vibrate, palpitating against the 
eye like the petal of a pansy in the sun). 
Well, you get your purple, and you get 
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your green—ijot a sage-green, or an “ art- 
greeli, b^jt a cold, sharp green, like a leaf 
of parsley, an aqUamarine, the tree in the 
“Eve” window at'Fairford, grass in an 
orchard ab^ut sufl^pt, or a railway-signal 
lamp at night. 

Your crimson like* a peony, your 
white like white silk; and po'®’ you are 
started. 

You put slabs of these—equal-sized 
samples, we will suppose—side by side, 
and see “ if they will do.” 

^ndjhey don’t “ do ” at all. 

Tak?away the red. 

The green and the purple do well 
endugh, and the white. f 

Rus you wa»f the red, you say. 

Well, put back a tenth part of it. 

And how now ? 

Add a still smaller bit of pale pink. 

And how now ? 

Do you see what it all means? It 
means the rule we spoke of, and which 
we may as well, therefore, now announce^ 

“ Harmony in colour depends not 

ONLY UPON THE ARRANGING OF RIGHT 
COLOURS TOGETHER, BUT h'HE ARRANG¬ 
ING OF THE RIGHT QUANTITIES AND THE 
RIGHT DEGREES OF THEM TOGETHER.” 
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Of Colour T o which may be added another, i prvpos 

of our bit of “ pale pink.’’ 

The harshest contrasts, even dis¬ 
cords, MAY OFTEN BE BROUGHT INTO 
HARMO^^BY ADDED^<*NOTES. ... 

I believe that these are the two, and 
I would even alftiost say the only two, 
great leaamg principles of the science of 
colour, as used in the service of Art; and 
we might learn liiem, in all their fulness, 
in a country walk, if we were simple 
enough to like things because we like 
them, and let the kind nurse, jS^^re, 
take us by the hand. This very problem, 
to wit: Did you never see a purple ane¬ 
mone ? against its green leaves ? witfi a. 
white centre? and with a thin rihg of 
crimson shaded off into pink ? And did 
you never wonder at its beauty, and 
wonder how so simple a thing could 
strike you almost breathless with pure 
physical delight and pleasure ? No doubt 
you did; but you probably may not have 
/sked yourself whethet you would have 
been equally pleased if the purple, green, 
and red had ,all been equal in quantity, 
and the pale pink omitted. 

I remember especially in one particular 
window where this colour scheme was 
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adopted—an .“Anemone-coloured” win- Of Colour 
cfow—the, modification of the one splash 
of red by the introduction of a lighter 
pink which suggested itself in the course 
of work 3% it wellt along, an(J was the 
pet fancy of an assistant—readilf accepted. 

The window in question is small and 
in nowise remarkable, but ij ^as in the 
course of a ride taken to see it in its 
place, on one of those glorious mornings 
when Spring puts on all the pageantry 
of Summer, that the thoughts with which 
ws^^r^now dealing, and especially the 
thoughts of the infinite suggestion which 
Nature gives in untouched country and 
of'the need we have to drink »often at 
that' fountain, were borne in upon the 
writer with more than usual force. 

To take in fully and often the glowing 
life and strength and renewal direct from 
Nature is part of every man’s proper 
manhood, still more then of every artist’s 
artistry and student’s studentship. ' 

And truly ’tis«no great hardship tg 
go out to meet the salutary discipline 
when the country is beautiful in mid- 
April, and the road gooJ and the sun 
pleasant. The Spring air sets the blood 
racing as you ride, and when you stop 
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Of Colour and stand tor a moment to enjoy these 
things, ankle-deep in roadside grass, you 
can seem to hear the healthy pulses beat¬ 
ing and see the wavy 'line of hills beating 
with tjjein, as you ^took at., the sun- 
warmed world. 

It is gjood soilietimes to think where 
we are in the scheme pf things, to realise 
that we are under the bell-glass of this 
balmy air, whichr shuts us in, safe from 
the pitch-dark spaces of infinite cold, 
through which the world is sweeping at 
eighteen miles a second; while 
all our little problems to solve and work 
to do, are riding warm by this fireside, 
and the wrange-tip butterflies with that 
curious pertinacity of flight whltli is 
speed without haste are keeping up their 
incessant, rippling patrol, to and fro along 
the length of every sunny lane, above the 
ditch-side border of whije-blossomed keck! 

What has all this to do with stained- 
glass? 

^ Everything, my boy! Be a human! 
For you have got to choose your place 
in things, anc^ to choose on which side 
you will work. 

A choice which, in these da)rs, more 
than ever perhaps before, is one between 
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such things, as these and the money- Of Colour 
getting Y^ich cares so little for them. 

I have tried td- show you one side by 
speaking of a little part of what may be 
seen and f§lt on a“»pring morni|ig, along a 
ridge of untouched liills in “ pleksaht Hert¬ 
fordshire : ”' if you want to see the other • 
side of things ride across to Bilntingford, 
and take the train "back up the Lea Valley. 

Look at Stratford (and smell it) and 
imagine it spreading, as no doubt it will, 
where its outposts of oil-mill and factory 
hiye already led the way, and think of 
the viffley full up with slums, from Lea 
Bridge to Ponders End! For the present 
writer can remember—and tha^ not half 
a lifetime back—Edmonton and Totten¬ 
ham, Brondesbury and Upton Park, sweet 
country villages where quiet people lived 
and farmed and gardened amidst the or¬ 
chards, fields, and hawthorn lanes. 

Here now live, in mile after mile of 
jerry-building, the “hands” who, hever 
taught any craft* or jyork worthy of a 
man, spend their lives in some little sin^e 
operation that, as it happens, no machine 
has yet been invented to perform; month 
after month, year after year, painting, let 

* West of the road between Welwyn and Hitcbin, 
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Of Colour us say, endless repeats of ot|e pattern to 
use as they are required for the borders 
of pious windows in the'churches of this 
land. 

This is the “othen'side of things,” 
much commended by^^hat is Iboked on 
,as “robust comnion sense”; and with 
this you iiave—nothing to do. Your 
place is elsewhere, anti if it needs be 
that it seems an isolated one, you must 
bear it and accept it. Nature and your 
craft will solve all; live in them, bathe 
in them to the lips; and let notMtjg 
tempt you away from them to nSeasure 
things by the standard of the mart. 

Let us go back to our sunny hillsidfe. 
“ It is good for us to be here,” fon this 
also is Holy Ground; and you must 
indeed be much amongst such things if 
you would do stained-glass, for you will 
never learn all the joy of it in a dusty 
shop. 

“ So hard to get out of JLondon i" 

But get a bicycle then;—only ait up¬ 
right on it and go slow—and get away 
from these bricks and mortar, to where 
we can see things like these! those dande¬ 
lions and daisies against the deep, green 
grass; the blazing candles of the sycamore 
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3uds against .the purple haze qf the oak 
»pse; aijd those willows like puffs of 
jrey smoke wher6 the stream winds. Did 
jrou ever? No, you never! Well—do 
t then! 

But indeed, having stated our principles 

colour, the practice »f those principles 
ind the influence of nature a^fi df nature’s 
lints upon that practice are infinite, both 
n number and variety.# The flowers of 
;he field and garden; butterflies, birds, 
ind shells; the pebbles of the shore; 
ibeye all, the dry seaweeds, lying there, 
ivith tSe evening sun slanting through 
;hem. These last are exceedingly like 
loJh in colour and texture, or,rather in 
loldu? and the amount of translucency, 
to fine old staned-glass; so also are dead 
leaves. But, in short, the thing is endless. 
The “ wine when it is red ” (or amber, as 
the case may be), even the whisky and 
water, and whisky without water, side by 
side, make just those straw and ripe-torn 
toloured golden-ycllovss that are so hard 
to attain in stained-glass (impossible indeed 
by means of yellow-stain), and yet so much 
to be desired and sought after. 

Will you have more hints still ? Well, 
there are many tropical butterflies, chiefly 
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Of Colour among the Pierina, with broad spaces of 
yellow dashed with one small sppt or flush 
of vivid orange or red. ' Now you know 
how terrible yellow aild red may be made 
to look^it\ a window for you have seen 
“ruby”'robes in conjunction with “yellow- 
" stain/’ or the stilbmore horrible combina¬ 
tion where rpby has been acided oiF from 
a yellow base. But it is a question of 
the actual quality of the two tints and 
also of their quantity. What. I have 
spoken of looks horrible because the 
yellow is of a brassy tone, as s|^aijj„^o 
often is, especially on green-white glasses, 
and the red inclining to puce—jam-colour. 
It is no ^se talking, therefore, of “red 
and yellow ”—we must say what red and 
what yellow, and how much of each. A 
magenta-coloured dahlia and a lemon put 
together would set, I should think, any 
teeth on edge; yet ripe com goes well 
with poppies, but not too many poppies— 
while if one wing of our butterfly were 
of its present yellow and the other wing 
of the same scarlet as the spot, it would 
be an ugly object instead of one of the 
delights of God. It is interesting, it is 
fasemating to take the hint from such 
things—to splash the golden wings of 
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your Rcsurreotion Angel as he rolls away Of Colour 
the stone, with scarlet beads of sunrise, 
not seen but felt from where you stand 
on the pavement belbw. I want the reader 
to fully grasp thiii qu^tion of quantity, 
so I will instance the flower of the mullein 
which contains almost "the ve^ tints of 
the “ lemon,” and the “ dahlia quoted, 
and yet is beautiful by virtue of its quan¬ 
tities: which may be «aid to be of a 
“lemon” yellow and yet can bear (ay! 
can it not?) the little crimson stamens in 
thp-he9.];t of it and its sage-green leaves 
around. 

And there is even something besides 
“tint” and “quantity.” The»way you 
distril/ute your colour matters very much. 

Some in washes, some in splashes, some 
in spots, some in stripes. What will 
“ not do ” in one way will often be just 
right in the other; yes, and the very 
way you treat your glass when all is 
chosen and placed together—matt in one 
place, film in another,, chequering, cros|- 
hatching, clbthing the raw glass witn 
texture and bringing out its nature and 
its life. * 

Do not be afraid; for the things that 
yet remain to do are numberless. Do 
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Of Colour you like the look of deep viyid vermilion- 
red, upon dark cold green? Look at*the 
hip-loaded rose-briar bulning in the last 
rays of a red Octobe» sunset! You get 
physical pleasure from/the sigl}t; the eye 
seems t6 vibrate to the harmohy as the 
' ear enjoys a chord<struck upon the strings. 
Therefore'do not fear. But mind, it must 
be in nature’s actual colour, not merely 
“ green ” and “ red ”: for I once saw the 
head of a celebrated tragic actress painted 
by a Dutch artist who, to make it as 
deathly as he could, had placed the as^n 
face upon a background of emeral5-green 
with spots of actual red sealing-wax. The 
eye was S9 affected that the colours swung 
to and fro, producing in a short tkne a 
nausea like sea-sickness. That is not 
pleasure. 

The training of the colour-sense, hke 
all else, should be gradual; springing as 
it were from small seed. Be reticent, try 
small things first. You are not likely to 
be asked to do a, great window all at 
once, even if you have the misfortune 
to be an independent artist approaching 
this new art ifrithout a gradual training 
under the service of others. Try some 
simple scheme from the things of Nature. 
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Hyacinths look well with their leaves; Of Colonr 
therefore,green and that blue, with 
the white of April clouds and the black 
of the tree-stemr iit the wood are colours 
that can be used together. 

You must be prepared to find almost 
a sort of penalty in this habit of looking • 
at everything with the eye,of*a stained- 
glass artist. One seems after a time to 
see natural objects witlk numbers attached 
to them corresponding with the numbers 
of one’s glasses in the racks; butterflies 
flying about labelled “No. 50, deep,” or 
“75tf,^le,” or a bit of “123, special 
streaky” in the sunset. But if one does 
not obtrude this so as to ^ore one’s 
friends, the little personal discomfort, if 
it exists, is a very small price to pay for 
the delight of living in this glorious fairy¬ 
land of colour. 

Do not think it beneath your dignity 
or as if you were shirking some vital 
artistic obligation, to take hints from Ithese 
natural objects, opfronj ancient or modern 
glass, in a 'perfectly frank and simple 
manner; nay, even to match your whole 
colour scheme, tint for tmt, by them if 
it seems well to you. You may get help 
anywhere and fi-om anything, and as much 
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Of Colour as you like; it will only be jo much more 
chance for you; so much richer a Store 
to choose from, so much -stronger resource 
to guide to good end; for after all, with 
all the helps you can'get, n^uch lies in 
the doilig. Do what you lik<i then—as 
a child: but be sure you do like it: and 
if the window wants a bit of any particular 
tint, put it tfiere, meaning or no meaning. 
If there is no rgbe or other feature to 
excuse and account for it in the spot 
which seems to crave for it,—put the 
colour in, anywhere and anyhow—in 
background if need be—a suddeiT orange 
or ruby “quarry” or bit of a quarry, 
as if the thing were done in purfest 
waywardness. “You would like « bit 
there if there were an excuse for it?” 
Then there is an excuse — the best of 
all — that the eye demands it. Do it 
fearlessly. 

But to work in this way (it hardly 
need be said) you must watch and work 
at your glass yourself.; for these hints 
(feme late on in tke work, when colour, 
light and shade, and design are all fusing 
together into k harmony. You can no 
more forecast these final accidents, which 
are the flower and crown and finish of 
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the whole, than you could forecast the 
tost" “ Chfrd ”;— 

" Which came &om the soul of the orgau, 

And entered inip mine.” 

• 

It “ comes* from the soul ’’ of the Vindow. 

We all know the feeling—the climaxes, 
exceptions, surprises, suspensjonS, in which 
harmony delights; the change from the 
last bar of the overtuse to the first of 
the opening recitative in the “ Messiah,” 
the chord upon which the victor is 
crowned in “The Meistersingers,” the 
59th and 60th bars in Handel’s “Every 
Valley.” (I hope some of us are “old- 
fashioned” enough to be una^amed of 
still believing in Handel!) 

Or if it may be said that these are 
hardly examples of the kind of accidental 
things I have spoken of, being rather, 
indeed, the deliberately arranged climax 
to which the whole construction has been 
leading, I would instance the lath (tom- 
plete) bar in the overture to “Tann- 
hauser,” the20th and 22nd bar in Chopin's 
Funeral March, the change from the 
minor to major in Schubert’s Romance 
from “Rosamunde,” and the 24th bar 
in his Serenade {St&ndchen), the 13th 

223 


Of Colour 



Of Colour and following bars of the 'Crescendo in 
the Largo Appassionato of Bipethoven’s 
Op. 2. Or if you wish to have an 
example where all is* exception, like one 
of the south nave 'windows in York 
Minster, the opening of the “ Sonata Ap- 
' passionata^” Op. ^7. 

Now how (Can you forecast such things 
as these! 

Let me draw* another instance from 
actual practice. I was once painting a 
figure of a bishop in what I meant to be 
a dark green robe, the kind qf black, 
and yet vivid, green of the summer leaf¬ 
age of the oak; for it was St. Boniface 
who cut down the heathen oak of Frisia. 
But the orphreys of his cope were *to be 
embroidered in gold upon this green, and 
therefore the pattern had firet to be 
acided out in white upon a blue-flashed 
glass, which yellow stain over all would 
afterwards turn into green and gold. 
And when all was prepared and the 
|taining should have followed, my head 
man sent for me to come to the shop, and 
there hung the figure with its dark green 
robe with orphreys of deep him and stiver, 

“I thought you’d like to look at it 
before we stained it,” said be. 
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"bTAiN IT!" 1 said. "1 wouldn't Of Colour 
t9uch it; n&t for sixpence three-far- 
things!” * 

There was a sigl^ of relief all round 
the shop, and tha reply was, “Well, so 
we all thought! ” 

Just so; therefore thj figure remained, 
and so was erected in its plate. Now 
suppose I had had men who end what they 
were told, instead of being encouraged to 
think and feel and suggest ? 

A serious word to you about this ques¬ 
tion of staining. It is a resource very 
easily open to abuse—to excess. Be care¬ 
ful of the danger, and never stain without 
first trying the effect on the back of the 
easel-plate with pure gamboge, alid if you 
wish for a very clear orange-stain, mix 
with the gamboge a little ordinary red 
ink. It is too much the custom to 
“ pick out ” every bit of silver “ canopy ” 
work with dottings and stripings of 
yellow. A little sometimes warms, up 
pleasantly what would be too cold—and 
the old men ysed it with effect: but tha 
modern tendency, as is the case in all 
things merely imitative, is* to overdo it. 

For the old men used it very differently 
from those who copy them in the way I 
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Of Colour am speaking ot, and, to begin with, used 
it chiefly on pure white glap. Much 
modern canopy work is ^lone on greenish- 
white, upon which the stain immediately 
becomes that greenish-yellow .that I have 
called '* brassy.” A little of fhis can be 
• borne, when side 4 )y side with it is placed 
stain upo'n pure white. The reader will 
easily find, if he looks for them, plenty 
of examples in old glass, where the stain 
upon the white glass has taken even a 
rosy tinge exactly like that of a yellow 
crocus seen through its white sheath. 
It is perhaps owing partly to patina on 
the old glass, which “ scumbles ” it; but 
I have jmyself sometimes succeeded' in 
getting the same effect by using yellow- 
stain on pure white glass. A whole win¬ 
dow, where the highest light is a greenish 
white, is to me very unpleasant, and when 
in addition yellow-stain is used, unbear¬ 
able. This became a 'fashion in stained- 
glaSs when red-lead-coloured pigments, 
started by Barffy formula, came into 
‘general use. They could‘not be used 
on pure white glass, and therefore pure 
white glass was discarded and greenish- 
white used instead. I can only say that 
if the practice of stained-^lass were pre- 
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sented to nje with this condition—of Of Colour 
tibslaining from the use of pure white— 

I would try to l«arn some useful trade. 

There is another question of ideals in 
the treatnjent of colour in stained-glass 
about which a word must be said! 

Those who are enthusiastic about the* 
material of stained-glass and it*s improve¬ 
ment are apt to condemn the degree of 
heaviness with which windows are ordi¬ 
narily painted, and this to some extent 
is a just criticism. But I cannot go the 
length of thinking that all matt-painting 
should tie avoided, and outline only used; 
or that stained-glass material can, except 
under very unusual conditioijs and in 
exceptional situations, be independent of 
this resource. As. to the slab-glasses— 
“Early-English,” “Norman,” or “stamped- 
circles ”—which are chiefly affected by this 
question, the texture and surface upon 
which their special character depends is 
sometimes a very useful resource in work 
seen against, or partly against, background 
of trees or ‘buildings; while against an 
entirely “ borrowed ” light perhaps, some¬ 
times, it can almost dispense with any 
painting. The grey shadows that come 
from the background play about in the 
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Of Colour glass and modify its tones, doing the 
work of painting, and doing it iriuch 
more beautifully. But'- this advantage 
cannot always be had, for it vanishes 
against clear sky. It & all, therefore, a 
question’’ of situation and of asffect, and I 
believe the right rule to be to do in all 
cases what' sejms best for every individual 
bit of glass—that each piece should be 
“cared for” on its merits and “nursed,” 
so to speak, and its qualities brought out 
and its beauty heightened by any and every 
means, just as if it were a jewel to be cut 
(or left uncut) or foiled (or left ilnfoiled) 
—as Benvenuto Cellini would treat, as he 
tells you j he did treat, precious stonfcs. 
There is a fashion now of thinking that ' 
gems should be uncut. Well, gems are 
hardly a fair comparison in discussing 
stained-glass; for in glass what we aim 
at is the effect of a composition and com¬ 
bination of a multitude of things, while 
gemfe are individual things, for the most 
gart, to be looked, at separately. But I 
would not lay down a rule even about 
gems. Certainly the universal, awkward, 
faceting of alf precious stones—which is 
a relic of the mid-Victorian period-r-is a 
vulgarity that one is glad to be rid of; but 
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if one wants, for any reason the special Of Colour 
spafkle, here or there, which comes from 
it, why not use* it ? I would use it in 
stained-glass — have* done so. If I have 
got my window Already brilliant and the 
whites putc white, and still want, bver and 
above all this, my “ Star of the Nativity,” . 
let us say, to sparkle out wil^ £ light that 
cannot be its own,’shall I not use a faceted 
“jewel” of glass, forty,feet from the eye, 
where none can see what it is but only what 
it does, just because it would be a gross 
vulgarity to use it where it would pretend 
to be a uiamond ? 

The safe guide (as far as there can be a 
gdide where 1 have maintained that there 
should not be a rule) is, surely, to gener¬ 
ally get the depth of colour that you want 
by the glass itself, if you can, and therefore 
with that aim to deal with rich, full- 
coloured glass and to promote its manu¬ 
facture. But this'being once done and the 
resource carried to its full limit, there is 
no reason why you.should deny yourself the 
further resource of touching it with pig¬ 
ment to any extent that may seem fit to 
you as an artist, and nec&sary to get the 
effect of colour and texture that you arc 
aiming at, in the thing seen as a whole. 
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Of Colour As to the exaggeration of jnaking acci¬ 
dental streaks in the glass do dutyfos 
folds of drapery, and maHufactu'ring glass 
(as has been done) to jneet this purpose, I 
hold the thing to be a ‘gross degradation 
and an dhtire misconception of the relation 
■ of materials to arti« You may also lay this 
to mind, a 4 a ^hing worthy of consideration, 
that all old glass was'painted, and that 
no school of stained-glass has ever existed 
which made a principle of refusing this 
aid. I would never argue from this that 
such cannot exist, but it is a thing to 
be thought on. * 

Throw your net, then, into every sea, 
and catclj what you can. Learn what 
purple is, in the north ambulatory at ' 
York; what green is, in the east window 
of the same, in the ante-chapel of New 
College, Oxford, and in the “Adam and 
Eve" window in the north aisle at Fair- 
ford ; what blue and' red are, in the 
glorious east window of the nave at 
Gloucester, and in ,the glow and gloom of 
thartres and Canterbury and King’s Col¬ 
lege, Cambridge. And when you have 
got all these things in your mind, and 
gathered lavishly in the field of Nature 
also, face your problem with a heart 
230 



heated through with the memory of them 
all, tind with a will braced as to a great 
and ardudus tasloj but one of rich reward. 
For remember this^(and so let us draw 
to an end), that iTi any large window the 
spaces are* so great and the problems so 
numerous that a few colours and group¬ 
ings of colour, however well chosen, will 
not suffice. Set 6ut the mam scheme of 
colours first: those th|t shall lead and 
preponderate and convey your meaning 
to the mind and your intended impres¬ 
sion to the eye. But if you stop here, 
the elfedl will be hard and coarse and cold- 
hearted in its harmonies, a lot of banging 
ndtes like a band all brass, not out of 
’ tune .perhaps, but craving for tSie infinite 
embroidery of the strings and wood. 

When, therefore, the main relations of 
colour have been all set out and decided 
for your window, turn your attention to 
smaU differences, to harmonies round the 
harmonies. Make each note into a chord, 
each tint into a group of tints, not only 
the strong aaid bold, out also the subtte 
and tender; do not miss the value of small 
modifications of tint that Soften brilliance 
into glow. Study how Nature does it on 
the petals of the pansy or sweet-pea. 
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Of Colour You think a pansy is purple* and there an 
end? but cut out the pale yellow band, 
the orange central spotf, the faint lilacs 
and whites in betweea, and where is your 
pansy gone ? 

And here I must now leave it to you. 
But one last,little hint^ and do not smile 
at its simplicity. 

For the problem, after all, when you 
have gathered all the hints you cao from 
nature or the past, and collected your 
resources from however varied fields, re¬ 
solves itself at last into one question— 
“ How shall I do it in glass ? ” And the 
practical ^olving of this poblem is in 
the handling of the actual bits of coloured 
glass which are the tools of your craft. 
And for manipulating these I have found 
nothing so good as that old-fashioned toy 
—still my own delight when a sick-bed 
enforces idleness—the 'kaleidoscope. A 
sixpdnny one, pulled to pieces, will give 
you the knowledge pf how to make it; and 
you will find a “Bath-Oliver” biscuit-tin, 
or a large-sized millboard “postal-roll” 
will make an excellent instrument. But 
the former is best, because you also dien 
have the lid and the end. If you cut 
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away all th» end of the lid except a OfCrftttr 
rim of one-eighth of an inch, and insert 
in its place with cement a piece of 
ground-glass, anc^ then, inside this, have 
another li4 of clear glass cemented on to 
a rim of\vood or millboard, yo\! can, in 
the space between thC two, ^lace chips, 
of the glasses you think o{ using; and, 
replacing the whole on the instrument, a 
few minutes of turning with the hand 
will give you, not hundreds, but thou¬ 
sand of changes, both of the arrangement, 
and, what is far more important, of the 
proportions of the various colours. You 
can thus in a few moments watch them 
pass through an almost infinite^succession 
of changes in their relation to each other, 
and form your judgment on those changes, 
choosing finally that which seems best. 

And I really think that the fact of these 
combinations being presented to us, as 
they are by the action of the instrument, 
arranged in ordered shapes, is a help to 
the judgment in deciding on the harmonies 
of colour, it is natural that it should 6e 
so. “ Order is Heaven’s first law.” And 
it is right that we should ‘rejoice in things 
ordered and arranged, as the savage in 
his string of beads, and reasonable that we 
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Of Colour should find it easier to judge them in order 
rather than confused. • , 

Each in his place. How good a thing 
it is! how much to be desired! how well 
if we ourselves could od so, and know of 
the pattern that we make! Fds our lives 
are like the broken bits of glass, sadly 
or brightly coloured, jostled about and 
shaken hither and thither, in a seeming 
confusion, which ^ yet we hope is some¬ 
where held up to a light in which each 
one meets with his own, and holds his 
place; and, to the Eye that watches, plays 
his part in a universal harmony by us, as 
yet, unseen. 

CHAPTER XVII 

or ARCHITECTURAL FITNESS 

Of Archi- CoME, in thought, reader, and stand in 
tectural quiet village churches,‘nestling amongst 
Fitness where rooks are building; or in gaps 

of the chalk downs, where the village 
Shelters from the' wind; qr in stately 
cathedrals, where the aisles echo to the 
footstep and l5ie sound of the chimes 
comes down, with the memory of the cen¬ 
turies which have lived and died. Here 
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the old artists, set their handmark to live 
now 'they are gone, and we who see it 
to-day see.'tf our eye be single, with what 
sincerity they built,, carved, or painted 
their heart a^nd life into these stones. In 
such a spirit and for such a memorial you 
too must do your work, to be weighed by 
the judgment of the coming, a^es, when 
you in turn are gone, in the same balance 
as theirs—perhaps even side by side with it. 

And will you dare to venture ? Have 
no fear if you also bring your best. But 
if we enter on work like this as to a 
mere market for our wares, and with no 
other thought than to make a brisk busi¬ 
ness with those that buy and sell^ we well 
may pray that some merciful scourge of 
small cords drive us also hence to dig or 
beg (which is more honourable), lest worse 
befall us! 

And I do not sa^ these things because 
this or that place is “God’s house.” All 
places are so, and the first that was called 
so was the bare hillside; but because you 
are a man and have indeed here arrived,* 
as there the lonely traveller did, at the 
arena of your wrestling. * But, granted 
that you mean to hold your own and put 
your strength into it, I have brought 
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you to these grave walls fto consult with 
them as to the limits they iippose upbn 
your working. 

And perhaps the mcjist important of all 
is already observed by your b^ing here, for 
it is Important that you should visit, 
whenever possible, the place where you 
are to do work; if you are not able to do 
this, get all the particulars you can as to 
aspect and surroundings. And yet a re¬ 
servation must be made, even upon all 
this; for everything depends upon the 
way we use it, and if you onlj^ have an 
eye to the showing off of your work tc 
advantage, treating the church as a mere 
frame fof your picture, it would be bettei 
that your window should misfit and have 
to be cut down and altered, or anything 
else happen to it that would help to pul 
it back and make it take second place. It 
is so hard to explain these things so that 
they cannot be misconstrued; but you re- 
melnber I quoted the windows at St, 
Philip’s, Birmingham,* as an example ol 
noble diought and work tarried to the 
pitch of perfection and design. But that 
was in a classic building, with large, plain 
single openings without tracery. Do yoi 
think the artist would have let himself go, 
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in that full and ample way, in a beautiful 
Gptbic building full of lovely architectural 
detail ? Not so ; rather would he have 
made his pictures hang lightly and daintily 
in the air amongsS me slender shafts, as 
in St.Martirt’s Church in the sama town, 
at Jesus College and at 4.II Saints’ Church, 
Cambridge, at Tamworth; and in Lynd- 
hurst, and many another clfurch where 
the architecture, to say truth, had but 
slender claims to such respect. 

In short, you must think of the building 
first, and make your windows help it. 
You must observe its scale and the spacing 
and proportions of its style, and place 
' your own work, with whatever ntw feeling 
and new detail may be natural to you, well 
within those circumscribing bounds. 

But here we find ourselves suddenly 
brought sharp up, face to face with a 
most difficult and* thorny subject, upon 
which we have rushed without knoiying 
it. “ Must we observe then ” (you say) 
“ the style of,the building into which w« 
put our work, and not have a style of our 
own that is native to us ? • 

“ This IS contrary to all you have been 
preaching! The old men did not so. Did 
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Of Archi- they not add the fancies, of their own 
tectural time to the old work, and fill with’ their 
FitneBs dainty, branching tracery the severe, round- 
headed, Norman openings of Peterborough 
and Gloucester? Did fifteenth-century 
men de thirteenth-century glalt when they 
had to refill a window of that date ? ” No. 
Nor mutt pu. Never imitate, but graft 
your own work on to* the old, reverently, 
and only changing from it so far forth as 
you, like itself, have also a living tradition, 
springing from mastery of craft—naturally, 
spontaneously, and inevitably. 

Whether we shall ever again tiave such 
a tradition running throughout all the 
arts is a thing that cannot possibly' be 
foretold.* But three things we may be' 
quite sure of. 

First, that if it comes it will not be by 
way of any imitative revival of a past style; 

Second, that it will be in harmony with 
the principles of Nature; and 

Third, that it will be founded upon the 
crafts, and brought ^bout by craftsmen 
^vorking in it with their own hands, on 
the materials of architecture, designing 
only what they themselves can execute, 
and giving employment to others only in 
what they themselves can do. 
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A word about each of these three con- 
cUtions. 

In the eo'irse of the various attempted 
revivals in architecture that have taken 
place during the ^ast sixty years, it has 
been frequAitly urged both by writers and 
architects that we should agree to revive 
some one style of ancient art that might 
again become a itational style of archi¬ 
tecture. It would, indeed, no doubt be 
better, if we must spe^ in a dead lan¬ 
guage, to agree to use only one, instead of 
our present confusion of tongues; but what, 
after all? is the adopting of this principle 
at all but to engage once again in the re¬ 
planting of a full-grown tree—the mistake 
of the Renaissance and the Gothic revival 
repeated ? Such things never take firm root 
or establish healthy growth which lives and 
goes on of its own vitality. They never 
succeed in obtaining a natural, national 
sympathy and acceptance. The move¬ 
ment is a scholarly and academic one, and 
the art so remain^. The reaction against 
it is always, a return* to materials, and 
almost always the first result of this is a 
revival of simplicity. People get tired of 
being surrounded with elaborate mould¬ 
ings and traceries and other architectural 
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features, which are not the natural growth 
of their own day but of another day long 
since dead, which had other thoughts and 
moods, feelings and aspirations. “ Let us 
have straightforward ‘masonry and simple, 
openings, and ornament them cyith some¬ 
thing from Nature.” 

So in hhe very midst of the pampered 
and enervated over-refinement of Roman 
decay, Constantine did something more 
than merely turtf the conquering eagle 
back, against the course of the heavens, 
for which Dante seems to blame him,* 
when he established his capital Byzan¬ 
tium; for there at once upon the new 
soil, and in less than a single century, 
sprang to«life again all the natural modes 
of building and decoration that, despised 
as barbaric, had been ignored and for¬ 
gotten amid the Roman luxury and sham. 

It is a curious feature of these latest 
days of ours that this searching after 
sincerity should seem to be leading us 
towards a similar revival; taking even 
«ery much the same 'forms. We went 
back, at the time of the Gothic revival, 
to the forgotten Gothic art of stained- 
glass; now tired, as it would seem, of 
* Paradise, canto vi. i. 
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the ^insincerity and mere spirit of imita¬ 
tion with, which it and similar arts have 
been practised, a number of us appear to 
be ready to thro,w»it aside, along with 
scholarly mouldings and tracerip, and 
build our’arts afresh out of the ground, 
as was done by the Byzantines,,with plain 
brickwork, mosaic, and matthed slabs of 
marble. Definite examples in recent archi¬ 
tecture will occur to the»reader. But I am 
thinking less of these—which for the most 
part are deliberate and scholastic revivals 
of a par^cular style, founded on the study 
of previous examples and executed on rigid 
acjdemic methods—than of what appears 
to be a widespread awakening to^principles 
of siiftplicity, sincerity, and common sense 
in the arts of building generally. Signs 
are not wanting of a revived interest in 
building—a revived interest in materials 
for their own sake, and a revived practice 
of personally working in them and^ ex¬ 
perimenting with them. One calls to 
mind examples of these things, growing 
in number daily—plain and strong fur¬ 
niture made with the designer’s own 
hands and without machinery, and en¬ 
joyed in the making—made for actual 
places and personal needs and tastes; 
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houses built in the same sftirit by archi¬ 
tects who condescend to be m^ons also*; 
an effort here and an effort there to revive 
the common ways of building that used 
to prevail—^and not so long ago—^for the 
ordinary housing and uses ot country¬ 
folk and ^ountry-life, and which gave us 
cottages, bartis, and shgds throughout the 
length and breadth of the land; simple 
things for simple needs, built by simple 
men, without self-consciousness, for actual 
use and pleasant dwelling; traditional 
construction and the habits of, making 
belonging to the country-side. These 
still linger in the time-honoured ways 
of making the waggon and the cart 
and the plough; but they have vafiished 
from architecture and building except in 
so far as they are being now, as I have 
said, consciously and deliberately revived 
by men who are going V^k from academic 
methods, to found their arts once more 
upon the actual making of things with 
/.heir own hand and ks their hand and 
materials will guide them. 

This was wjiat happened in the time 
to which I have referred; in the dawn 
of the Christian era and of a new civilisa¬ 
tion ; and it has special interest for us of 
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to-day, because it was not a case of an 
iflfant or javage race, beginning all things 
from seed; but flie revival, as in Sparta, 
centuries before ,it^ of simplicity and 
sincerity of, life, in the midst of enerva¬ 
tion, luxur'y, and decay. 

This seems our hope Tor the ^iture. 

There has alre§dy gathered together 
in the great field of the arts of to-day 
a little Byzantium of the crafts setting 
itself to learn from the beginning how 
things are actually made, how built, 
hammer^, painted, cut, stitched; casting 
aside theories and academical thought, 
anjJ founding itself upon simplicity, and 
sincerity, and materials. And th? architect 
who (Sondescends, or, as we should rather 
say, aspires, to be a builder and a master- 
mason, true director of his craft, will, if 
things go on as they seem now going, 
find in the near .future a band around 
him of other workers so minded, and 
will have these bright tools of the‘ac¬ 
cessory crafts ready to. his hand. Thi% 
it is, if anything, that will solve all the 
vexed questions of “style,” and lead, if 
anything will, to the art of the times to 
be. For the reason why the nineteenth 
century complained so constantly that it 
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Of Archi- had “no style of architectulr:” was surely 
tectnral because it had every style of a^chitectufe, 
Fitnen ^ architects' who could design 

in every style becattsor they could build 
in no jStyle; knew by practical handling 
and tooling nothing of the real natures 
and capa<:dties of* stone or brick or wood 
or glass; reteived no criticism from their 
materials; whereas these should have 
daily and hourly moulded their work 
and formed the very breath of its life, 
warning and forbidding on the one hand, 
suggesting on the other, and sc^ directing 
over all. 

I have thought fit, dear student,, to 
touch on,these great questions in passing, 
that you may know where you 'stand; 
but our real business is with ourselves; 
to make ourselves so secure upon firm 
standing ground, in our own particular 
province, that when tjie hour arrives, it 
may find in us the man. Let us there¬ 
fore return again from these bright hopes 
Jto consider those p^ticular details of 
architectural fitness which are our proper 
'business as workers in glass. 

What, then, in detail, are the rules 
that must guide us in placing windows 
in ancient buildings.? But first—way we 
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place wmaows»m ancient Duiiamgs at aiif ut Arcm- 

‘“NoV’ sa;j some; “because we have no 

right to touch the*past; it is ‘restoration,’ 

a word that has co^erpd, in the past,” they 

say (and w^ must agree with them), “ a 

mass of artistic crime never to be ejtpiated, 

and of loss never to be r4paired.”^ “ Yes,” 

say others, “ because new churches will be 

older in half-an-hour—half-an-hour older; 

for the world has moved, and where will 

you draw the line ? Also, glass has to be 

renewed^ you must put in something, or 

some one must” 

Let each decide the question for him¬ 
self ; but, supposing you admit that it is 
permissible, what are the proper restric¬ 
tions and conditions ? 

You must not tell a lie, or “match” 
old work, joining your own on to it as 
if itself were old. 

Shall we work in the style of the “ New 
art,” then—“/’ar/ Nouveau"? the style 
of the last new poster? the art-tree,’the 
art-bird, the art-squirip, and the ace of 
spades form of ornament ? * 

Heaven in mercy defend us and forbid 
it! 

Canopies are venerable; thirteenth-cen¬ 
tury panels and borders are venerable, the 
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Of Archi- great traditional vestments* are so, and 
teaural liturgy, and symbolism, and ceremony. 
Fitness afg not things of one age alone, 

but belong to all ti/nf. Get, wherever 
possible, authority on all these^ points. 

Musi we work in a “style?,” then—a 
< “ Gothic ” style ? ‘ 

No. 

What rule, then ? 

It is hard to formulate so as to cover 
all questions, but something thus:— 

Take forms, and proportions, and scale 
from the style of the church you are to 
work in. 

Add your own feeling to it from— 

(1) The feeling of the day, but the 
best and most reverent feeling. •- 

(2) From Nature. 

(3) From (and the whole conditioned 
by) materials and the knowledge of 
craft. 

Finally, let us say that you must con- 
sidet each case on its merits, and be ready 
even sometimes perhaps to admit that the 
old white glass may be bettei for a certain 
position than ^our new glass could be, 
while old stained-glass, of course, should 
always be sacred to you, a thing to be 
Ipft untouched. Even where new work 
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seems justi^able and to be demanded, 
proceed as if treading on holy ground. 
Do not try crude experiments on vener¬ 
able and beautiful buildings, but be 
modest and reticlnl; know the styles of 
the past adxoroughly and add your own 
fresh feeling to them reverently. And 
in thought do not think ij nhcessary to’ 
be novel in order to be original. There 
is quite enough originality in making a 
noble figure of a saint, or treating with 
reverent and dignified art some actual 
theme of Scripture or tradition, and 
working into its detail the sweetness of 
nature and the skill of your hands, with- 
dUt going into eccentricity for the sake 
of ijovelty, and into weak allegory to 
show your originality and independence, 
tired with the world-old truths and laws 
of holy life and noble character. And 
this leads us to the point where we must 
speak of these deep things in the great 
province of thought. 


Of Archi¬ 
tectural 
Fitaeas 



CHAPTERf XVIII 


Df Thought 
Imagination 
and 

Allegory 


OF TriOUGHT, IMAGINATIOnV AND 
ALLhGORY 

, “ The first thing one %hould demand of 

> a man who calls himself an artist is that 
he has something to say, some truth to 
teach, some lesson to enforce. Don't you 
think sot" 

Thus once said to me an artistf of re¬ 
spectable attainment'. 

“ I don't care a hang for subject; give mi 
good colour,'composition, fine effects of light, 
skill in technique, that's all one wants. Don't 
you think so?" 

Thus once said to me a member of 
a window - committee, himself also an 
artist. * 

To‘both I answered, and would answer 
with all the emphasis possible—No! 

The first duty of an artist,.as of every 
other kind of worker, is to know his 
business; and, unless he knows it, all 
the “ truths ” he wishes to “ teach,” and 
the lessons he wishes to enforce, are but 
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degraded and* discredited in the eyes of Of Thought, 
men'by his bungling advocacy. ImagiMtion, 

On the other hand, the artist who has AUtBorv 
trained himself to ^pf ak with the tongues 
of angels and after all has nothing to say, 
is also, to me, an imperfect being.' What 
follows is written, as the whol^ book is 
written, for the young studtnt, just be¬ 
ginning his career* and feeling the pres¬ 
sure and conflict of these questions. For 
such I must venture to discuss points 
which the wise and the experienced may 
pass by. 

The present day is deluged with alle¬ 
gory; and the first thing three students 
out of four wish to attempt when they 
arriveuat the stage of original art is the 
presentation, by figures and emblems, of 
some deep abstract truth, some problem 
of the great battle of life, some force of 
the universe that they begin to feel around 
them, pressing upon their being. Forty 
years ago such a thing was hardly hSard 
of. In the sketching-flubs at the Aca¬ 
demies of that day, the historical, the 
concrete, or the respectably pious were all 
that one ever saw. We can hardly realise 
it, the art of the late sixties. The pre- 
Raphaelite brotherhood, as such, a thing 
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OfThougbt, of the past, and seemingly leaving few 
ImagiMtion, imitators. Burne-Jones just heard of as* 
AllMorv unknown artist,'who wduldn’t ex¬ 

hibit his pictures, but wjio had done some 
queer new kind of stained-glass windows 
at Lyndhurst, which one might perhaps 
be curious to set when we went (as of 
course we nvxst) to worship “ Leighton’s 
great altar-piece.” Nay, ten years later, 
at the opening of, the Grosvenor Gallery, 
the new, imaginative, and allegorical art 
could be met with a large measure of 
derision, and Punch could write, regarding 
it, an audacious and contemptuofis parody 
of the “Palace of Art”; while, abroad, 
Botticelli’s Primavera hung over a door, 
and the attendants at the Uffizu^yiaz 
puzzled by requests, granted grudgingly 
{if granted), to have his other pictures 
placed for copying and study! Times 
have altogether changed, and we now see 
in every school competition—often set as 
the "subject of such—abstract and allego¬ 
rical themes, demanding for their adequate 
expression the highest and deepest thought 
and the noblest mood of mind and views 
of life. 

It is impossible to lay down any hard 
and fast rule about these things, for each 
250 



case must differ. There is such a thing as Of Thought, 
gmius, and where that is there is but small InugiuMion, 
question of rules or even of youth or age, 
maturity or immatuijty. And even apart 
from the question of genius the mind of 
childhood *18 a very precious thitig, and 
“the thoughts of yotfth are l^ng, long 
thoughts.” Nay, the mere fact of youth 
with its trials, is a great thing; we shall 
never again have such a chance, such 
fresh, responsive hearts, such capacity for 
feeling — for suffering — that school of 
wisdom and source of inspiration! It is 
well to record its lessons while they are 
frfsh, to jot down for ourselves, if we 
can, something of the passing hours; to 
store up their thoughts and feelings for 
future expression perhaps, when our 
powers of expression have grown more 
worthy of them; but it is not well to 
try to make universal lessons out of, or 
universal applications of, what we haven’t 
ourselves learned. Our own pitoper 
lesson at this time, is to learn our 
trade; to Strengthen our weak hancfs 
and train the ignorance of our mind to 
knowledge day by day, strenuously, and 
only spurred on by the deep stirrings of 
thought and life within us, which gene^ 
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ally ought to remain for, the present 
unspoken. ' • 

A great point of happiness in' this dan¬ 
gerous and critical tiipe is to have a 
definite trade; learnt in its completeness 
and prattised day by day, step by step, 
upwards from its elements, in constant 
subservience ».to wise and kind master¬ 
ship. This indeed is a golden lot, and 
one rare in these,days; and perhaps we 
must not look to be so shielded.. This 
was the sober and happy craftsmanship of 
the Middle Ages, and produced for us 
all that imagery and ornature,' instinct 
with gaiety and simplicity of heart, which 
decorates, where the hand of the ruthless 
restorer has spared it, the churchet and 
cathedrals of Europe. 

But in these changeful days it would be 
rash indeed to forecast where lies the 
sphere of duty for any individual life. It 
may lie in the reconstruction by solitary, 
personal experiment, of some forgotten 
art or system, the quiet.laying of founda¬ 
tion for the future rather t^n building 
the monument of to-day. Or perhaps the 
self-devoted lifl of the seer may be the 
Age’s chief need, and it is not a Giotto 
t^at is wanted for the twentieth century 
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but Dante'or a Blake, with the ac- 
cbmpanying destiny of having to prove 
as they dia— 


t. “ si come la di sale 
Lo pa6e altrui, e com’^ duro calle 

Lo uendere e’l salir p* I’altrui scale.” ' 

* 

But, however these things be, whether 
working happily in harmony with the 
scheme of things around us, and only con¬ 
cerned to give it full expression, or not; 
whether we are the fortunate apprentices 
of a w^ll-taught trade, gaining secure 
and advancing knowle'dge day by day, 
or whether we are lonely experimen¬ 
talists, wringing the secret front reluctant 
Nature and Art upon some untrodden 
path; there is one last great principle that 
covers all conditions, solves all questions, 
and is an abiding rock which remains, 
unfailing foundation on which all may 
build; and that is the constant measuring 
of our smallness against the greatness of 
things, a thing which, done in the right 

“how tastes of salt 

The bread of others, and how is hard the passage 
To go down and to go up by other’s stairs.” 

—Paradise, jtvii. 58. 
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OfThought, spirit, does not daunt, but inspires. For 
Imagination, ^he greatness of all things is ours fof tke 
AlW rv winning, almost for the asking.' 

The great imaginative poets and thinkers 
and artists of the mid-nineteenth century 
have dlawn aside for us the' xcurtain of 
the world behind'the veil, and he would 
be an ambitious man who would expect 
to set the mark higher* in type of beauty 
or depth of feeling, than they have placed 
it for us; but all must hope to. do so, 
even if they do not expect it; for the 
great themes are not exhausted or ever 
to be exhausted; and the storehouse of 
the great thought and action of the past 
is ever open to us to clothe our naked¬ 
ness and'enrich our poverty; we. need 
only ask to have. 

“ Ah! ” said Coningsby, “ I should like 
to be a great man.” 

The stranger threw at him a scrutinis¬ 
ing glance. His countfenance was serious. 
He‘said in a voice of almost solemn 
melody— 

* “ Nurture your mind - with great 
thoughts. To beUeve in the heroic 
makes heroes.’*^' 

All the great thoughts of the world 
‘ Coningsby, Book iii. ch. i. 
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are |tored up* in books, and all the great Of Thought, 
books of j the world, or nearly all, have I>n»ghiation, 
been translated into English. You should 
make it a systematip part of your life to * ^ 
search thesf things out and, if on'y by a 
page or two, try how far they fit your need. 

We do not enough realise hojv wide a 
field this is, how, great an ’undertaking, 
how completely unattainable except by 
carefully husbanding our time from the 
start, how impossible it is in the span of 
a human life to read the great books 
unless wf strictly save the time which so 
many spend on the littlp books. Ruskin’s 
words on this subject, almost harsh in 
their blunt common sense, bring,the matter 
homt so well that I cannot refrain from 
quoting them.* 

“Do you know, if you read this, that you 
cannot read thaf—that what you lose to¬ 
day you cannot gain to-morrow? Will 
you go and gossip with your housemaid, 
or your stable-boy, when you may* talk 
with queens and kings; or flatter youjj- 
selves that it'is with any worthy conscious¬ 
ness of your own claims, to respect that 
you jostle with the common crowd for 
entrM here, and audience there, when all 
' “ Sesame and Lilies,” Lecture I. 
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Of Thought, the while this eternal court is open to you, 
with its society wide as the world, niulti- 
Allegory t^dinous as its days, the chosen, and the 
mighty, of every pla,cetand time? Into 
that you may enter always; jin that you 
may talfe fellowship and rank according to 
your wislj.; from 'that, once entered into 
it, you can never be outcast but by your 
own fault; by your aristocracy of com¬ 
panionship there, <your own inherent aris¬ 
tocracy will be assuredly tested, and the 
motives with which you strive to take 
high place in the society of the living, 
measured, as to alj the truth and sincerity 
that are in them, by the place you desire 
to take in this company of the Dead.” 

This is the great world of books that 
is open to you; and how shall you find 
your way in it, in these days, amongst the 
plethora of the second and third and 
fourth rate, shouting out at you and be¬ 
sieging your attention on every stall ? It 
is no more possible to give you entire 
guidance towards this than to give com¬ 
plete advice on any other prdblem of life; 
your own nature must be your guide, 
choosing the good and refusing the evil 
in the degree in which itself is good or 
cyil. But one may name some landmarks, 
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set up some guiae-posts, and the best ot all ut i honght, 
yyidance surely is not that of a guide-post, 
but that of a guide, a kindly hand of one 
who knows the wa,y, to take your hand. 

Do you ask for such a guide ? A man 
Df our own‘ day, in full view of all its 
questions from the loftiest to jhe least, 
ind heart and soul engaged in them, with 
deep and sympathetic wisdom born of his 
own companionship wijh all the great 
thoughts of the ages? One surely need 
not hesitate a moment in naming as the 
one for our special needs the writer we 
have justt^uoted. 

Scattered up and down the whole of 
his* works is constant reference to and 
commentary upon the great themes of 
all ages, the great creeds of all peoples. 

“Queen of the Air,” “Aratra Pente- 
lici,” “Ariadne Florentina,” “The Morn¬ 
ings in Florence,” “ St. Mark’s Rest,” 

“ The Oxford Inau’gural Lectures,” “ The 
Bible of Amiens,” “ Fors Clavigera.” * 

With these as portals you can enter by 
easy steps into the whole universe of* 
great things: the divine myth and sym 
holism of the old pagan wofld (as we call 
it) and of more recent Christendom; all 
the makers of ancient Greece and Italy^ 
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OfThought, and of our own England.; worship and 
Imagination, kingship and leadership, and the 'h%h 
thought and noble deed of* all times. 

® ^ And clustering in gipups round these 
centres is the world of books. All Theo¬ 
logy, Philosophy, Poetry, Sacfad History; 
Homer, Plato, Virgil, the Bible, and the 
Breviary. The great doctors and saints, 
kings and heroes, ploets and painters, 
Gerome and Dqminic and Francis; St 
Louis and Cceur-de-Lion; Dante, St. 
Jerome, Chaucer, and Froissart; Bot¬ 
ticelli, Giotto, Angelico; the “Golden 
Legend”; and many another indent or 
modern legend and story or passage from 
the history of some great and splenHid 
life, or illuminating hint upon the beauties 
of liturgy and symbolism. They, and a 
hundred other things, are all gathered up 
and introduced to us in Ruskin’s books; 
and we are shown them from the exact 
standpoint from whidh they are most 
likely to appeal to us, and be of use. 
There never was a great world made 
*so easy and pleasant of entrance for the 
adventuring traveller; you have only to 
enter and takfc possession. 

Do you incline towards myth and sym¬ 
bolism and allegory—the expresaon of 
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abstract thosght by beautiful figures? Of Thought, 
Rea’d the myths of Greece expounded to Imagination, 
you in tReir exquisite spirituality in the A&eorv 
“Queen of the A.ir.” Or is your bent 
devotion and the ctevout life, expressed 
in thrilling story and gorgeous * colour ? 

Read, say, the life of St. C^herine or 
of St. George in the “Golden Legend.” 

Or are you in Idve, and would express 
its spring-time beauty/ Translate into 
your own native language of form and 
colour “ The Romaunt of the Rose.” 

For the great safeguard and guide in the 
perilous Torest of fancy is to find enough 
interest in the actual facts of some history 
or the qualities of some heroic character, 
whether real or fabled, round* which at 
first you may group your thought and 
allegory. Listen to them, and try to 
formulate and illustrate their meaning, 
not to announce ^our own. Do not set 
puzzles, or set things that will be puzzling, 
without' the highest and deepest re*ons 
and the apostleship urgently laid upon 
you so to do^but let your allegory sur¬ 
round some definite subject, so that men 
in general can sec it and lay, “ Yes, that 
is so and so,” and go away satisfied rather 
than puzzled and affronted; leaving thf 
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OfThought, inner few for whom you redly speak, the 
hearts that, you hope, are waiting for yoifr 
A^gory n^sssage, to find it out (did you need have 
no fear that they wilji do so), and to say, 

“ Yes, that means so and so, ,and it is a 
good thought.” * 

• For, remember always that, even if you 
conceive thattyou have a mission laid upon 
you to declare Truth, it is most sternly 
conditioned by a*, obligation, as binding 
as itself and of as high authority-, to set 
forth Beauty: the holiness of beauty 
equally with the beauty of holiness. No, 
amount of good intent can make up for 
lack of skill; it is your business to knpw 
your business. Youth always would begin , 
with allegory, but the ambition of the good 
intention is generally in exactly the reverse 
proportion to the ability to carry it out in 
expression. But the true allegory that ap¬ 
peals to all is the prefentment of noble 
natures and of noble deeds. Where, for 
most people at any rate, is the “ allegory ” 
jn the Theseus or the Venus of Milo? 
Yet is not the whole race' of man the 
better for them? 

Work, therefore, quietly and continu¬ 
ally at the great themes ready set for you 
in the story of the past and “ understanded 
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of the people,” while you are patiently OfThought, 
strengthening and maturing your powers Imagination, 
of art intsafety, sheltered from yourself, 
and sheltered from the condemnation due 
to the too presumptuous assumption of 
apostleshig.* For it is one thing fo stand 
forth and say, “ / have a message to deliver 
to the world,” and quite anotlfer to say, 

“ There is such a message, and it has fallen 
to me to be its mouthpiece; woe is me, 
because I am a man of unclean lips.” It 
is needless, therefore—nay, it is harmful 
—to be always breaking your heart against 
tasks b^ond your strength. Work in 
some little province; 'get foothold and 
grow outwards from it; go on from 
weakness to strength, and then from 
strength to the stronger, doing the things 
you can do while you practise towards the 
things you hope to do, and illustrating im¬ 
personal themes until the time comes for 
you to try your own individual battle in 
the great world of thought and feeling; 
till, mature in strength equal to the por¬ 
trayal of gre^t natures,*the Angels of God 
as shown forth by you may be recog¬ 
nised as indeed Spirit, and His Ministers as 
flaming Fire. 

There is even yet one last word, and 
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Df Thought, that is, in all the minor symbolism sur- 
Imagination, rounding your subjects, to observe a'due 
proportion. For you mayeasily tfe tempted 
'gofy iQ allow some beautifuj, little fancy, not 
essential to the subject, to lind expression 
in a form or symbol that Vrill thrust 
itself undjily on the attention, and will 
only puzzle and distract. 

Never let little things come first, and 
never let them bp allowed at all to the 
damage, or impairing, or obscuring of the 
simplicity and dignity of the great things; 
remembering always that the first function 
of a window is to have stately arid seemly 
figures in beautiful glass, and not to arrest 
or distract the attention of the spec&- 
tor with phzzles. Given the great themes 
adequately expressed, the little fancies may 
then cluster round' them and will be 
carried lightly, as the victor wears his 
wreath; while, on the other hand, if these 
be lacking no amount of symbolism or at¬ 
tribute will supply their place. “ Cucullus 
non facit monachum" as the old proverb 
^ys—“It is not the hood- that makes 
the monk,” but the ascetic face you depict 
within it. Indded, rather beware of trust¬ 
ing even to the ordinary, well-recognised 
symbols in common use, and being misled 
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by them to think you have done some- Of Thought, 
thing you have not done; and rather Imapnation, 
withhold*these until the other be made 
sure. Get your figures dignified and your 
faces beautiful; show the majesty or the 
sanctity that you are aiming at»iu these 
alone, and your saint ‘will be /ecognised , 
as saintly without his halo of glory, and 
your angel as angelic without his tongue 
of flame. • 

In my own practice, when drawing from 
the life, I make a great point' of keeping 
back all* these ornaments and symbols of 
attribute, until I feel tKat my figure alone 
, expresses itself fully, as far as my powers 
go, without them. No orna'ment upon 
the robe, or the crosier, or the sword; 
above all, no circle round the head, until 
—the figure standing out at last and 
seeming to represent, as near as may be, 
the true pastor or warrior it claims to re¬ 
present—the moment arrives when 1 say, 

“Yes, I have done all J can ,—now he may 
have his niiflbus 1 ” 
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Of General Conduct and, Pfocedure—Amount of 
Legitimate Assistance—^The Ordinary Practice 
—Tile Great Rule—The Second *Great Rule— 
Font Things to Observe—Artvi. Routine—The 
Truth if die Case—The Penalty of Virtue in 
the Matter^—The Coijipensating Privilege— 
Practical Applications—An Economy of Time 
in the Studio—Injlustry—Work “To Order”' 
—Clients and Patrons—And Requests Reason¬ 
able and Unreasonable—The Chief Difficulty the 
Chief Opportunity—But ascertain all Conditions 
before starting Work—Business Habits—Order 
—Accuracy—Setting out Cartoon I^rms—An 
Artist must Breath—But Wake—Three Plain 
Rules. 

Having now described, as well as I can, 
the whole of your equipment—of hand, 
and head, and heart—your mental and 
technical weapons for the practice of 
stained-glass, there now follow a few 
simple hints to guide you in the use of 
them; how best to dispose your forces, 
and on what to employ them.. This must 
be a very broken and fragmentary chapter, 
full of little everyday matters, very differ¬ 
ent to the high themes we have just been 
trying to discuss—and relating chiefly to 
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your conduct .of the thing as a business, Of General 
a®d •your relationships with the interests Conduct 
that surrosnd you; modes of procedure, 
business hints, practical matters. I am 
sorry, just as you wefe beginning (I hope) 
to be waroftd to the subject, aiid fired 
with the high ambitions that it suggests, 
to take and toss you into thj cold world 
of matter-of-fact things; but that is life, 
and we have to face it. Open the door 
into the cold air and let us bang at it 
straight away! 

Now there is one great and plain ques¬ 
tion that*contains all the rest; you do 
not see it now, but you'will find it facing 
yo\i before you have gone very far. The 
great,question, “Must I do it *11 myself, 
or may I train pupils and assistants ? ” 

Let us first amplify the question and 
get it fairly and fully stated. Then we 
shall have a better chance of being able 
to answer it wisely*. 

1 have described or implied elsewhere 
the usual practice,in the matter amongst 
those who produce s'tained-glass on S 
large scale. In great establishments the 
work is divided up into'branches; de¬ 
signers, cartoonists, painters, cutters, lead- 
workers, kiln-men: none of whom, as a 
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rule, know any branch of the work except 
their own. 

Obviously one of the principal conten¬ 
tions of this book is^against the idea that 
such division, as practised, is an ideal 
method* 

On th\ other hind, you will gather that 
the writer himself uses the service of 
assistants. 

While in the r plates at the end are 
examples of glass where everything has 
been done by the artists themselves 
(Plates I., II., III., IV., VII.). 

I must freely confess that wHen I first 
saw in the work of these men the beauty 
resulting from the personal touch of the 
artist on ‘the whole of the cuttinc and 
leading, a qualm of doubt arose whether 
the practice of admitting any other hand 
to my assistance was not a compromise to 
some extent with absolute ideal; whether 
it were not the only right plan, after all, 
to do the whole oneself; to sit down 
to the bench wi\h one’s drawing, and 
pick out the glass, piece by piece, on its 
merits, carefully considering each bit as 
it passed thro\^h hand; cutting it and 
trimming it affectionately to preserve its 
l^auties, and, later, leading it into its 
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place with thieker or thinner lead, in the 
same’careful spirit. But I do not think 
so. I fanty the "truth to be that the 
whole business should be opened up to all, 
and afterwards each should gravitate to 
his place by natural fitness. For the car¬ 
toonist once having the whole crafty requires 
more constant practice in tdrawing to 
keep himself a go6d cartoonist than he 
would get if he also did all the other 
work of each window; quantity being in 
this matter even essential to quality. I 
think we must look for more monumental 
figures, alhieved by the delegation of 
mipor craft matters, in short, by co-opera¬ 
tion. Nevertheless, I have never felt less 
certainty in pronouncing on an^ question 
of my craft than in this particular matter; 
whether, to get the best attainable results, 
one should do the whole of the work one¬ 
self. On the other hand, I never felt more 
certainty in pronouncing on any question 
of the craft, than now in laying down as 
an, absolute rule and condition 
good work aft all: that one 
able to do the whole of the work oneself. 
That is the key to the ^hole situation, 
but it is not the whole key; for follow¬ 
ing close upon it comes the rule thaj 
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Of General springs naturally out of it} that, being a 
Conduct master oneself, one must make it ‘one’s 

assistants towards 
mastership also; to giye them the whole 
ladder to climb. This at least has been 
the case with the work of my<own which 
is shown in the other collotypes. There 
has been assistance, but every one of those 
assisting has had the dpportunity to learn 
to make, and according to the degree of 
his talent is actually able to make, the 
whole of a stained-glass window himself. 
There is not a touch of painting on any 
of the panels shown which is notf by a hand 
that can also cut knd lead and design and 
draw, and perform all the other offices 
pertaining to stained-glass noted in the 
foregoing pages. 

Speaking generally, I care not whether 
a man calls himself Brown, or Brown and 
Co., or, co-operating with others, works 
under the style of Brown, Jones and 
Robinson, so long as he observe four 
things. 

• (i) Not to direct what he cannot 
practise; 

( 2 ) To makte masters of apprentices, or 
aim at making them; 

( 3 ) To keep his hand of mastery over 
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the whole wosk personally at all stages; Of General 
ind * Condact 

(4) To be prepared sometimes to make 
sacrifices of profit for the sake of the Art, 
should the interests of the two clash. 

Such an.tftie we must call an artist, a 
master, and a worthy craftsman. It is 
almost impossible to describe,the deaden¬ 
ing influence whiclf a routine embodying 
the reverse of these four things has upon 
the mind of those who should be artists. 

Under this influence not only is the sub¬ 
division of labour which places each succes¬ 
sive operation in separate hands accepted 
as a matter of course, bUt into each opera¬ 
tion itself this separation imports a spirit 
of lassitude and dulness and cfimpliance 
with false conditions and limited aims 
which would seem almost incredible in 
those practising what should be an inspir¬ 
ing art. To men so trained, so employed, 
all counsels of peffection are foolishness; 
all idea of tentative work, experiment, 
modification while, in progress, is looked 
upon as mere delusion! To them work 
consists of a series of never-varied formulas, 
all fitting into each other and combined to 
aim at producing a definite result, the like 
of which they have produced a thousand 
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times betore and will produce a thousand 
times again. < ^ 

“ With us,” once said, to a friend of 
the writer, a man so trained, “ it’s a matter 
of judgment and experience. It’s all non¬ 
sense jhis talk about seeiijg.work at a 
distance and against the sky, and so forth, 
while as* to the ever taking it down again 
for re-touching after ance erecting it, that 
could only be done by an amateur. We 
paint a good dail of the work on the 
bench, and never see it as a whole until 
it’s leaded up; but then we know what 
we want and get it.” »< 

“ We know what we want! ” To what 
a pass have we come that such a tMng 
could bo spoken by any one engaged 
in the arts! Were it wholly anS uni¬ 
versally true, nothing more would be 
needed in condemnation of wide fields 
of modern practice in the architectural 
and applied arts, for,® most assuredly it 
is 4 sentence that could never be spoken 
of any one worthy of the name of artist 
that ever lived. Whence wpuld you like 
instances quoted ? literature ? Painting ? 
Sculpture? Music? Their name is legion in 
the history of ail these arts, and in the lives 
of the great men who wrought in them, 
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For a taste— 

Did Michael Angelo “know what he 
wanted” wjien, half-way through his figure, 
he found the block not large enough, and 
had to make the limb too short ? 

Did Beefboven know, when he pvolved 
a movement in one of his concerted pieces 
out of a quarrel with his landlidyr and 
another, “ from singing or rather roaring 
up and down the scale,” until at last he 
said, “ I think I have found a motive ”— 
as one of his biographers relates ? Tenny¬ 
son, when he corrected and re-corrected his 
poems fr'jm youth to his death ? Dtlrer, 
the precise, the perfect^ able to say, “It 
cannot be better done,” yet re-engraving a 
portion of his best-known plate, a«d frankly 
leaving the rejected portion half erased ? ‘ 
Titian, whose custom it was to lay aside 
his pictures for long periods and then 
criticise them, imagining that he was 
looking at them’“with the eyes of his 
worst enemy ” ? . 

There is not, I suppose, in the English 
language a ipore ’ “ perfect ” poem than 
“ Lycidas.” It purports to have been 
written in a single day, and its wholeness 
and unity and crystalline completeness 

* “Ariadne Flotentina," p. 31. 
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utlieneraj give gooQ colour to tne t^iougnt tnat it 
Conduct probably was so. 
and Pro- ^ ^ 

cedure « Thus sang the uncouth swak to the oaks and tills, 
While the still morn west out with sandals gray; 

He touched the tender ftops of various quills, 

With eiger thought warbling hisrl^oric la^: 

And now the sun had stretched out all the hills. 
And it?w was dropt into the western bay: 

At last he rote, and twitched his mantle blue; 

To-morrow, to fresh wootfii and pastures new." 

Yet, regarding ‘it, the delightful Charles 
Lamb writes: ‘— 

“I had thought of the Lycidas as of a 
full-grown beauty,—as springing with all 
its parts absolute,-r-till, in evil hour, I was 
shown the original copy of it, together 
with the Qther minor poems of its author, 
in the library of Trinity, kept like Some¬ 
thing to be proud of. I wish they had 
thrown them in the Cam, or sent them, 
after the later cantos of Spenser, into the 
Irish Channel. How k: staggered me to 
see the fine things in their ore!—Inter¬ 
lined, corrected, as if their words were 
Qjortal, alterable, displabeable at pleasure; 
as if they might have been otherwise, and 
just as good; ^ if inspiration were made 
up of parts, and those fluctuating, succes- 

• “A Saturday’s Dinner.” 
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sive, indifferent! I will never go into the 
workshop of any great artist again, nor 
desire a light of his picture, till it is 
fairly off the easul;, no, not if Raphael 
were to be alive again, and painting 
another Giiatea.” _ * 

But the real truth of the ca«e is that 
whatever “ inspiration ” mhy be, and 
whether or not “made up of parts,” it, 
or man’s spirit and will in all works of 
art, has to deal with things so 'made up; 
and not only so, but also as described by 
the other words here chosen; fluctuating, 
successive, and indiflerept. You have to 
d^l with the whole sum of things all 
at once; the possible material crowds 
around the artist’s will, shifting, chang¬ 
ing, presenting at all stages and in all 
details of a work of art, infinite and con¬ 
tinual choice. “Nothing,” we are told, 
“ is single,” but ajl things have relations 
with each other. How much more, 
then, is it true that every bit of glass 
in a window is the cantre of such rel%- 
tions with ifs brother and sister pieces, 
and that nothing is final until all is 
finished ? A work of art is like a battle; 
conflict after conflict, manoeuvre after 
manoeuvre, combination after combine- 
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Of General tion. The general does not pin himself 
Conduct down from the outset to one plan cf 
tactics, but watches the “field arid moulds 
its issues to his will, “according to the 
yielding or the resistance of the opposing 
forces, keeping all things solvent until 
the combinations of the strife have woven 
together into a soluble problem, upon 
which he can launch tlie final charge that 
shall bring him back with victory. 

So also is all art, and you must hold all 
things in suspense. Aye! the last touch 
more or less of light or shade or colour 
upon the smallest^piece, keeping all open 
and solvent to the last, until the whple 
thing rushes together and fuses into a 
harmony. It is not to be done by ‘'■judg¬ 
ment and experience,” for all things ait 
new, and there are no two tasks the same; 
and it is impossible for you from the out¬ 
set to “ know what you^want,” or to know 
it at any stage until you can say that the 
whole work is finished. 

„ “ But if we wotk on these methods we 
shall only get such a small quantity of 
work done, and it will be so costly done 
on a system like that you speak of! 
Make my assistants masters, and so rivals! 
put a window in, and take it out again, 
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forsooth! ” What remedy or answer for Of General 
this ? Conduct 

Well—Getting aside the question of the 
more or less genius—there are only two 
solutions that I can see:—an increase in 
industry dr a possible decrease in profit, 
though much may be accomplished in 
mitigation of these hard conditions, if they 
prove too hard, by a good and economical 
system of work, and by time-saving appli¬ 
ances and methods. 

But, after all, you were not looking out 
for an easy task, were you, in this world 
of stress and strain tp have the privi¬ 
leges of an artist’s life without its 
penalties.? Why, look you, you must 
remember that besides the business of 
“saving your soul,” which you may share 
in common with every one else, you have 
the special privilege of enjoying for its own 
sake your personal viork in the world. 

And you must expect to pay'for that 
privilege at some corresponding personal 
cost; all the more so i.a these days wheft 
your lot is ‘so exceptional a fortune, 
and when to enjoy da\!y work falls 
to so few. Nevertheless, when I say 
“enjoy” I do not mean that art is easy 
or pleasant in the way that ease is pleasant ? 
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Of General there is nothing harder; and the better 
Conduct the artist, probably the harder is. But 
you enjoy it because of its privileges; 
because beauty is deUgKtful; because you 
know \hat good art does high and un¬ 
questioned service to man, and is even 
one of tlfe ways for the advancing of the 
kingdom of God. . 

That should be pleasure enough for 
any one, and com'pensation for any pains. 
You must learn the secret of human 
suffering—and you can only learn it by 
tasting it—because it is yours, to point 
its meaning to others and to give the 
message of hope. < 

In this spirit, then, and within these 
limitations, must you guide your own 
work and claim the. co-operation of others, 
and arrange your relationships with them, 
and the limits of their assistance and your 
whole personal conduct and course of 
procedure;— 

To be yourself a master. 

To train othersnip to mastery. 

To keep your hand over the whole. 

To work in n spirit of sacrihce. 

These things once firmly established, 
questions of procedure become simple. 
But a few detached hints may be given. 
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1 shall string, them together just as they 
cpme. 

An Ecommy of Time in the Studio. —Have 
a portion of your studio or work-room 
wall lined with thin"boarding—“picture¬ 
backing ” of inch thick is enoiigh, and 
this is to pin things on'to. Thjp cartoon 
is what you are busy upon; but you must 
“think in glass”‘all the time you are 
drawing it. Have therefore, pinned up, 
a number of slips of paper—a foolscap 
half-sheet divided vertically into two long 
strips I find best. 

On these write down every direction 
to the cutter, or thS painter, or the 
designer of minor ornament, the moment 
it cornet into your mind, as yoif work at 
the charcoal drawing. If you once let 
the moment pass you will never remember 
these things again, but you will have them 
constantly forced back upon your memory, 
by the mistranslations of your intention 
which will face you when you first see your 
work in the glass., This practice is a huge 
saving of time—and of disappointment 
But you also want this convenient wall 
space for a dozen other needs; for tracings 
and shiftings of parts, and all sorts of 
essays and suggestions for alteration. 
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Of General That we should work always .—I hope it 
Conduct ig not necessary to urge the importance of 
*cedurr is >iot of m,uch use to work 

only when we feel inclined; many people 
very seldom do fedl naturally inclined. 
Perhapt there are few thing® so sweet as 
, the triui^h of working through disinclina¬ 
tion till It is leavened through with the 
will and becomes enjoyment by becoming 
conquest. To vork through the dead 
three o’clock period on a July afternoon 
with an ache in the small of one’s back 
and one’s limbs all a-jerk with nervous¬ 
ness, drooping eyelids, and a gfcneral in¬ 
clination to scream. At such a time. I 
fear, one sometimes falls back on ratner 
low and fordid motives to act as a spur to 
the lethargic will. I think of the short¬ 
ness of the time, the greatness of the task, 
but also of all those hosts of others who, 
if I lag, must pass me in the race. Not 
of actual rivals—or godtl nature and sense 
of comradeship would always break the 
vision—but of possible .and unknown ones 
whom it is my habit to club all together 
and typify under the<’style and title of 
“ that fellow Jdnes.” And at such a time 
it is my habit to say or think, “Aha 4 I 
]^t Jones is on lus back under a plane 
278 



tree!*’—or thoughts to that effect—and 
grasp the charcoal firmer. 

It is habits and dodges and ways of 
thinking such as these that will gradually 
cultivate in you the ability to “ stand and 
deliver,” as •they say in the decorative arts. 
For, speaking now to the amatc/ir (if any 
such, picture-painter or stuc^ent, are hesi¬ 
tating on the brink of an art new to them), 
you must know that .these arts are not 
like picture-painting, where you can choose 
your own times arjd seasons: they are al¬ 
ways done to definite order and expected 
in a definite time; and that brings me to 
speak of the very important subject of 
“Clients.” 

Of Clients and Patrons. — If must, of 
•course, be left to each one to establish 
his own relations with those who ask 
work of him; but a few hints may be 
given. 

You will get many requests that will 
seem to you unreasonable and impossible 
of carrying out—some no doubt will really 
be so; but*at least consider them. Re¬ 
member what we said a little way back— 
not to be set on your owrf allegory, but to 
accept your subject from outside and add 
your poetic thought to it. And also wh^t 
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in another place we said about keeping all 
“ solvent ”—so do with actual suggestion of 
subject and with the wisljes of yeur client: 
treat the whole thing ^ “raw material,” 
and all surrounding Questions as factors in 
one geineral problem. Here'ako Ruskin 
has a pregnant word of advice—as indeed 
where has hp not ?—“ A great painter's 
business is to do what* the public ask of 
him, in the way t^at shall be helpful and 
instructive to them.”^ You cannot always 
do what people ask, but you can do it more 
often than a headstrong man would at first 
think. * 

I was once doing a series of small square 
panels, set at intervals in the height of some 
large, tall'windows, and containing Scrip¬ 
ture subjects, the intermediate spaces beings 
filled with “grisaille” work. The subjects, 
of course, had to be approximately on one 
scale, and several of them became very 
tough problems on acdount of this re¬ 
striction. However, all managed to slip 
through somehow till ws came to “Jacob’s 
tadder,” and there! stood firm, or perhaps 
I ought rather to say stuck fast. “ How is 
it possible,” I said to my client, “ that you 
can have a picture of the ‘ Fall ’ in .one 

* “Aratra Pentelici,” p. 253. 
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panel with liye s hgure talcing up almost Of General 
t|}e whole height of it, and have a similar Conduct 
pnel with* Angels Ascending and Descend- 
ing’ up and down a ladder ? There are only 
two ways of doing it—to put the ladder far 
off in a la;idscape, which would rpduce it 
to insignificance, and besides be unsuitable 
in glass; or to make the angels the size of 
dolls. Don’t you see that it’s impossible ? ” 

No, he didn’t see that it was impossible. 

What he wanted was “Jacob’s Ladder”; 
the possibility or otherwise was nothing to 
him. He said (whal you’ll often hear said, 
reader, ifryou do stained-glass), “ I don’t, 
of course, know anything about art, and I 
cah’t say how this could be done; that is 
the artist’s province.” • 

, it was in my younger days, and I’m 
afraid I must have replied to the effect 
that it was not a question of art but of 
common reason, and that the artist’s pro¬ 
vince did not eitend to making bricks 
without straw or making two and. two 
into five; and the work fell through. But 
had I the same thing'to deal with now 
I should waste no words on it, but run 
the “ladder” right up out of the panel 
into the grisaille above; an opportunity 
for one of those delightful naive exceptions 



Of Genewd of which old art is so full—like, for in- 
Conduct stance, the west door of St. Maclou {it 
^cedurT ^ouen, where the crowij of falUng angels 
burst out of the tympaijum, bang through 
the lintel, defying architecture as they 
defied ^he first great Architact, and con¬ 
tinue thej^ fall amongst the columns below. 
“ Angels *De;pcending,” by-the-bye, with a 
vengeance! And if the bad ones, why not 
the good ? I might just as well have done 
it, and probably it would have been the 
very thing out of the whole commission 
which would have prevented the series 
from being the tame things that such 
sometimes are. Ahyway, remember this— 
for I have invariably found it true—that- 
the chief difficulty of a work of art is always 
its chief opportunity. A thing can be looked 
at in a thousand and one ways, and some¬ 
thing dauntingly impossible will often be 
the very thing that will shake your jog¬ 
trot cart out of its rut, (hake you whip up 
your horses, and get you right home. 

But 

Observe this—that all these wishes of 
the client should be most strictly ascer¬ 
tained beforehand; all possibility of mid¬ 
way criticism and alteration prevented. 
Thresh the thing well out in the pre- 
* 282 



litninary stages and start clear; as long Of General 

it is raw material, all in solution, all 
hanging it» the balance—you can do any- 
thing. It is like “clay in the hands of 
the potter,” and you' can make the vessel 
as you plaaJe: “ Out of the same lump 
making one vessel to hetnour an^. another 
to dishonour.” But when the work is 
half-done, when cdlour is calling out to 
colour, and shape to sljape, and thought 
to thought, throughout the length and 
breadth of the work; when the ideas and 
the clothing of them are all fusing to¬ 
gether into one harmony; when, in short, 
the thing is becoming fhat indestructible, 
unalterable unity which we call a Work 
of Art:—then, indeed, to be rdljuired to 
ahange or to reconsider is a real agony 
of impossibility; tearing the glowing web 
of thought, and form, and fancy into a 
a destruction never to be reconstructed, 
and which no piecing or patching will 
mend. 

There are many minor points, but 
they are really so entirely matters of 
experience, that it hardly seems wo^ 
while to dwell upon thefti. Start with 
recognising the fact that you must try 
to add business habits and sensible anjj 



Of General economical ways to your .genius as an 
Conduct artist; in short, another whole side to 
*^ure" character; and keep that ever in 

view, and the details .will fall into their 
places. * 

Havi Everything in Or</fr.-e-Every letter 
relating ^o a curresit job should be findable 
at a moment’s notice in an office “ letter 
basket,” rather wider than a sheet of fools¬ 
cap paper, and with sides high enough to 
allow of the papers standing upright in 
unfolded sheets, each group of them be¬ 
hind a card taller than the tallest kind of 
ordinary document, and bearin^along the 
top edge in large red letters—Roman 
capitals for choice—^the name of the wofk: 
and it rteed hardly be said that; these 
should be arranged in alphabetical ordej;. 
For minor matters too small for such 
classification it is well to have, in the front 
place in the basket, cards dividing the 
alphabet itself into abbut four parts, so 
that unarranged small matters can be still 
kept roughly alphabetical. When the 
Work is done, transfer all documents to 
separate labelled portfolios—a folded sheet 
of the thickest? brown paper, such as they 
put under carpets, is very good—and.store 
them away for reference. Larger port- 
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folios for all 'templates, tracings, or archi- 
tetts’ details or drawings relating to the 
work. If*you hwe not a good system 
with regard to ihe ordering of these 
things, believe me the mere adminntration 
of a very dioderate amount of wdrk will 
take you all your day. ‘ , 

So also with measurement. 

ON ACCURACY IN I^EASUREMENT. 

In one of Turgenieff’s novels a Russian 
country proverb ia quoted — “Measure 
thrice, cut once.” It is a golden rule, 
and should be inscribed in the heart of 
every worker, and I will add one that 
springs out of it—“ Never trust ji measure¬ 
ment unless it has been made by yourself, 
6r for yourself—to your order.” 

The measurements on architects’ de¬ 
signs, or even working drawings, can 
never be trusted, for the dimensions of 
the built work. Even the builders’ tem¬ 
plates, by which the work was built, can¬ 
not be, for the masons knock these quite 
enough out, in actual building, to make 
your work done by these guides a misfit. 
Have your own measurements taken again. 
Above all, beware of trusting to the sup¬ 
posed verticals or horizontals in built work. 
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Of Genera! especially in tracery. A thing may be theo- 
Condact retically and intentionally at a certain 
*cedure ' actually at, quite *8 different 

one. If level is impoiitant, take it your¬ 
self with spirit-level 'and plumb-line. 

Witlj regard to accuracy of work in the 
shop, wh^re it depends on yourself and the 
system you observe, I cannot do better than 
write out for you here tlie written notice by 
which the matter, is regulated in my own 
practice with regard to cartoons. 

“Rules to be Observed'in Setting out Forms 
for Cartoons. • 

“ In every case 6f setting out any form, 
or batch of forms, for new windows the 
truth of the first long line ruled must be 
tested by stretching a thread. * 

If the lath is proved to be out, it must 
at once be sent to a joiner to be accurately 
‘ shot,’ and the accuracy of both its edges 
must then be tested witK a thread. 

The first right angle made (for the 
corner of the form) nyist also be tested 
by raising a perpendicular, with a radius 
of the compasses not less than 6 inches 
and with a needle-pointed pencil, and by 
the subjoined formula and no other. > 
From a given point in a given straight 
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line to raise a perpendicular.* Let A B be 
the given straight line (this must be the 
side of the form, < and thfe point B 
must be one corner of the base-line): it is 
required to raise from the point B a line 
perpendicular to the line A Sf * 

(1) PiVlong the line A B at least 6 
inches beyond B (if there is not room 
on the paper, it must-be pinned on to 
a smooth board,, and a piece of paper 
pinned on, so as to meet the edge of it, 
and continue it to the Required distance). 

(2) With the centre B (the compass 
leg being in all cases placed with absolute 
accuracy, using a lens if necessary to pljce 
it) describe the circle C D E. 

(3) With the centres C and E, and with 
a radius of not less than 9 inches, describe 
arcs intersecting at F and G. 

(4) Join F G. 

Then, if the work ^as been correctly 
done, the line F G will ^ass through the 
point B, and be perpendicular to the line 
A B. If it does pot do so, the work is 
incorrect, and must be repeated. 

When the base and the springing-line 
are drawn on the form, the form must be 
accurately measured from the bottom tip- 
\|ards, and every foot marked on both sides. 
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Such markings to be in line pencil-line, Of General 
and to be drawn from the sides of the Conduct 
form to the extrepie margin of the paper, 
and you are not to trust your eye by laying 
the lath flat down and ticldng off opposite 
the inch-marks, but you are to siiand the 
lath on its edge, so that the itjah-marks 
actually meet the paper, and then tick 
opposite to them. '■ 

Also if there are ,any bars in the 
window to be observed, the places of 
these must be marked, and it must be 
made quite clear whether the mark is the 
middle o^ the bar or its edge; and all 
this marking must be‘done lightly, but 
very carefully, with a needle-pointed 
pencil., ' 

. In every case where the forms are set 
out from templates, the accuracy of the 
templates must be verified, and in the 
event of the base not being at right 
angles with the side, a true horizontal 
must be made from the comer which is 
higher than the otjier (the one therefore 
which has the obtuse angle) and marked 
within the untrue line; and all measure¬ 
ments, whether of feet, bai^, or squaring- 
out lines, or levels for canopies, bases, or 
any other divisions of the light, must bj 
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made upwards from this, true level 

LINE.” 

These rules, I suppoSe, have saved me 
on an average an hour a day since they 
were drawn up; and, ma,rk you, an 
hour oi'^was/e and an hour of worry i 
day—whfch is as good as saving a day’s 
work at the least. , 

An artist must dream; you will not 
charge me with 'undervaluing that; but 
a decorator must also wake, and have 
his wits about him! 'Start, therefore, in 
all the outward ordering of ypur career 
with the three plain rules:— 

(1) To have everything orderly; 

(2) Tq have everything accurate; 

(3) To bring everything and every ques¬ 
tion to a point, at the time, and clinch it. * 


CHAPTER XX 

A STRING OF BEADS 

• 

Is there anything more to say ? 

A whole world-full, of course; for 
every single thhig is a part of all things. 
But I have said most of my say; and 
1^ could now wish that you were here 
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yrant. 

A fevt threads remain that might be 
gathered up—pSiiting words, hints that 
cannot be classified. I must string them 
together dike a row of beads big and 
little mixed; we will try to get the big ones 
more or less in the middle if we'can. 

Grow everything from seed. 

All seeds that are living (and therefore 
worth growing) have the power in them 
to grow. 

But so many people miss the fact that, 
on the (*her hand, nothing else will grow; 
and that it is useless In art to transplant 
full-grown trees. 

This is the key to great* and little 
. miseries, great and little mistakes. 

Were you sorry to be on the lowest 
step of the ladder? Be glad; for all 
your hopes of climbing are in that. 

And this applies in all things, from 
conditions of success and methods of 
“getting work”,up to the highest ques¬ 
tions of art and the “'steps to Parnassus,” 
by which are reached the very loftiest of 
ideals. 

I must not linger over the former 
of these two things or do more than 
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A String sum it up in the advice, tp take any- 
of Bead» thing you can get, and to be glad, not 
sorry, if it is small and comeji to you- 
but slowly. Simple things, and little 
things, and many things, are more needed 
in the afts to-day than coraplpx things 
and greatvand isolated achievements. If 
you have 'nothing to do for others, do 
some little thing for yourself: it is a 
seed, presently it will send out a shoot 
of your first “commission,” and that 
will probably lead to two others, or to 
a larger one; but priy to be led by 
small steps; and make sure of firm 
footing as you go; for there is such a 
thing as trying to take a leap on thfe 
ladder, and* leaping off it. 

So much for the seed of success. 

The seed of craftsmanship I have tried 
to describe in this book. 

The seed of ornament and design, it 
is impossible to treat of*here; it would 
require as lai^e a book as this to itself: 
but I will hazard the devotion of a page 
each -to the A and the B of my own 
A B C of the subject as I try to teach it 
to my pupils, and put them before you 
without comment, hoping they may be of 
some slight use. (See figs. 72 and 73.) 
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But though I said that nothing will A String 

? ;row but seed, it does not, of course, of Beads 
ollow that eveij seed will grow, or, if 
it does, that you yourself will reap the 
exact harvest you dxpect, or even recog- 
,nisc it in fts fruitage as the growth of 
what you have sown? Expe^ to give, 
much for little, to lose sight of the 
bread cast on thS waters, not even sure 
that you will know it. again even if you 
find it after many days. You never 
know, and therefore do not count your 
scalps too carefully or try to number your 
Israel anti Judah. Neither, on the other 
hand, allow your seed*to be forced by the 
hothouse of advertising or business push¬ 
ing, or anything which will ‘distract or 
•distort that quiet gaze upon the work 
by which you love it for its own sake, 
and judge it on its merits; all such side¬ 
lights are misleading, since you do not 
know whether it* is intended that this or 
that shall prosper or both be alike good. 

How many a. man one sees, earnest 
and sincere at starting, led aside off the 
track by the false lights of publicity and 
a first success. Art is pfface. Do things 
because you love them. If purple is 
your favourite colour, put purple in yqpr 
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A String window; it green, green.; it yellow, 
of Bead! yellow. Flowers and leaves and buds 
because you love ther®. Glass because 
you love it. It is nol that you are to 
despise either fame 6r wealth. Honestly 
acquire 4 both are good. Bilt*you must 
bear in Snind that the pursuit of these 
separately by any other means than per¬ 
fecting your work is % thing requiring 
great outlay of and you cannot 

afford to withdraw any time from your 
work in order to acquire them. 

In these days and in our huge cities 
there are so many avenues opeft to cele¬ 
brity, through Society, the Press, Exhibi¬ 
tion, and so forth, that a man once led 
to spend *time on them is in danger of 
finding half his working life run away* 
with by them before he is aware, while 
even if they are successful the success won 
by them is a poor thing compared to that 
which might have been earned by the 
work which was sacrificed for them. It 
becomes almost a profession in itself to 
keep oneself notorious. 

To spend large slices out of one’s time 
in the mere putdng forward of one’s work, 
showing it apart from doing it, necessary as 
this sometimes is, is a thing to be done 
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grudgingly ; ^till more so should one A String 
gijjdge to be called from one’s work ofBendt 
here, there^ and everywhere by the social 
claims which crowd round the position 
of a public man. 

There are strenuous *things er.bugh for 
you in the work itself jrithout wastmg 
your strength on ‘these. We will speak 
of them presently; but,a word first upon 
originality. 

Don’t strive to be original; no one ever 
got Heaven’s gift of invention by saying, 

“I must "have it, and since I don’t feel it 
I must assume it and pf-etend it; ” follow 
rather your master patiently and lovingly 
for a iong time; give and tak^, echo his 
habits as Botticelli echoed Filippo Lippi’s, 
but improve upon them; add something to 
them if you can, as he also did, and pass 
then on, as he also did, to the little Filippo 
— Filippino — making him a truer and 
sweeter heart than his father, out of the 
well of truth and sweetness with which 
Botticelli’s own heart was brimming. Do 
this, but at the same time expect with 
happy patience, as a boy longs for his 
manhood, yet does not try to hasten it 
and does not pretend to forestall it, the 
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A String time when some fresh idea in imagination, 
of Beads gome fresh method in design, some frrah 
process in craftsmanship, will cpme to you 
as a reward of patient working—^and come 
by accident, as all "such things do, lest 
you shpuld think it your own and/niss 
the joyy>f knowing that it is not yours 
but Heaven’s. 

And when this comss, guard it and ma¬ 
ture it carefully. ^ Do not throw it out too 
lavishly broadcast with the ostentation of 
a generous genius having gifts to spare. 
Share it with proved* and worthy friends, 
when they notice it and ask yo* about it, 
but in the meanwhile develop and cultivate 
it as a gardener does a tree. And this 
leads me*to the most important ppint of 
all—namely, the value, the all-sufficing 
value, of one new step on the road of 
Beauty. If such is really granted you, 
consider it as enough for your lifetime. 
One such thing in the liistory of the arts 
has generally been enough for a century; 
how much more, then, .for a generation. 

For indeed there is only one rule for 
fine work in art, that you should put your 
whole strength, all the powers of mind 
and body into every touch. Nothing less 
will do than that. You must face it in 
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drawing from‘the life. Try it in its A String 
acutest form, not from the posed, pro- of Bead* 
fessional m«del, who will sit like a stone; 
try it with childrenj two years old or so; 
the despair of it, the exhaustion; and then, 
in a flash, wheh you thought you ha^ really 
dohe somewhat, a still ihore cagtfvating, 
fascinating gesture, which makes all you 
have done look like‘lead. Can you screw 
your exhaustion up again, sacrifice all you 
have done, and face the labour of wrest¬ 
ling with the new idea ? And if you do ? 

You are sick with doubt between the new 
and the oRl. You ask your friends; you 
proJ)ably choose wrong*; your judgment 
is clouded by the fatigue of your previous 
toil. * 

• But you have gained strength. That is 
the real point of the thing. It is not what 
you have done in this instance, but what 
you have become in doing it. Next time, 
fresh and strong, you will dash the beauti¬ 
ful sudden thought upon the paper and 
leave it, happy to make^others happy, but 
only through the pains you took before, 

' which are a small price to pay for the joy 
of the strength you have giined. 

This is the rule of great work. Puzzle 
and hesitation and compromise can onl^ 
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A String occur because you have \tSt some factor 
of Beads of the problem out of count, and .this 
should never be. Your buisiness is to 
take all into account and to sacrifice 
everything, however fascinating and tempt¬ 
ing it may be in itself, if k does iv)t fit 
in as ^art of an harmonious whole. Re¬ 
member* in this case, when loth to make 
such sacrifice, the old»saying that “ there’s 
as good fish in the sea as ever came out.” 
Brace yourself to try for something still 
better. Recast your composition. If it 
is defective, the defect all comes from 
some want of strenuousness as you went 
along. It is like getting a bit of your 
figure out of drawing because your eye 
only measured some portion of •it with 
one or two portions of the rest and 
not vdth the whole figure and attitude. 
Every student knows the feeling. So in 
your composition: you may get impossible 
levels, impossible relltions between the 
subject and the surrounding canopy: per¬ 
haps one coming in ffont of the other at 
one point and the’reverse at another point. 
You drew the thing dreamily: you werei 
not alert enough. And now you must 
waste what you had got to love, because 
though it’s so pretty it is not fitting. 
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But sometimes it will happen that some A String 
line^of your composition is thus hacked of Beads 
off by no f>ult of yours, by some mis- 
measurement of a tgir by your builder, or 
some change of mind* or whim of your 

client, who ‘i likes it all but ”-(some 

vital feature). As we have said, ^his is 
not quite a fair demand to be made upon 
the artist, but it will sometimes occur, 
whatever we do. Pull yourself together, 
and, before you stand out about it and 
refuse to change, consider. Try the 
modification, and try tt in such an aroused 
and angry spirit as shall flame out against 
the difficulty with fores' and heat. Let 
the Vhole thing be as fuel of fire, and 
the revsard will be given. The chief 
difficulty may become—it is more than 
an even chance that it does become—the 
chief glory, and that the composition 
will be like the new-born Phoenix, sprung 
from the ashes of the old and thrice as 
fair. 

Then also strike while the iron is hot, 
and work while you’re wafm to it. When 
you have done the main figure-study and 
slain its difficulty you fed braced up, 
your mind clear, and you see your way 
to link it in with the surroundings. Will 
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A String you let it all get cold because it is toward 
of Bead! evening and you are physically tifed, 
when another hour wpuld set the whole 
problem right for next day’s work; now, 
while you are warrii, while the beauty of 
the model you have drawit from is still 
glowing in you Vith a thousand sugges¬ 
tions and possibilities? You will do in 
another hour now what would take you 
days to do whep the fire has died down 
—if you ever do it at all. 

It is after a day’s work such as this that 
one feels the true delight of the balm of 
Nature. For conqu^d diffidulty brings 
new insight through the feeling of new 
power; and new beauties are seen because 
they arc felt to be attainable, tand by 
virtue of the assurance that one has get 
distinctly a step nearer to the veil that 
hides the inner heart of things which is 
our destined home. 

It is after work li^e this, feeling the 
stirrings of some real strength within you, 
promising power to .deal with nature’s 
secrets by-and-by, that you sec as never 
before the beauty of things. 

The keen byes that have been so busy 
turn gratefully to the silver of the sky 
with the grey, quiet trees against it and 
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the watery gleam of sunset like pale gold, A String 
loty down behind the boughs, where the ofBesdi 
robin, half ^en, is^flitting from place to 
place, choosing his rest and twittering his 
good-night; and you think with good 
hope; of you* life that is coming, and 
of- all your aspirations amd your Creams. 

And in the stillness and the coofness and 
the peace you can -dwell with confidence 
upon the thought of all the Unknown 
that is moving onward towards you, as 
the glow which is fading renews itself 
day hy day in the’ East, bringing the 
daily task with it. 

You feel that you are able to meet it, 
ancf that all is well; that there are quiet 
and gcod things in store, and that this 
constant renewal of the glories of day and 
night, this constant procession of morning 
and evening as the world rolls round, has 
become almost a special possession to you, 
to which only thdse who pay the price 
have entrance, an inheritance of your own 
as a reward of yqjir endeavour and ac¬ 
quired power, and leadfng to some pur- 
>posed end that will be peace. 

Stained - glass, stained - glass, stained- 
glass! At night in the lofty church 
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A String windows the bits glow and gloom and 
of Beads tjijj to one another in their places; and 
the pictured angels and saints look down, 
peopling the empty aisles and companion¬ 
ing the lamp of the Sanctuary. 

The b^ads worth threading seem about 
all threaded now, and the book appears 
to be done. Thus *we have gone on 
then, making it; as it came to hand, 
blundering, as it seems to me, on the 
borders of half a dozen literary or illiterate 
styles, the pen not being the tool of our 
proper craft; but on the whfele saying 
somehow what wc*meant to say: laughing 
when we felt amused, and being serious 
when thb subject seemed so, our* object 
being indeed to make workers in stained?- 
glass and not a book about it. Is it worth 
while to try and put a little clasp to our 
string of beads and tie all together ? 

There was a little boy (was he six or 
seven or eight ?), and his seat on Sunday 
was opposite the door jn the fourteenth- 
century chancel of the little Norman 
country church. There the great, tall 
windows hung in the air around him, and 
he used to stare up at them with goggle- 
^yes in the way that used to earn him 



household names, wondering which he A String 
li^ed best. And for months one would ofBeadj 
be the fa-wourite, jind for months another 
would supplant it ;*his fancy would change, 
and now he liked this-^now that. Only the 
stoise tratery*bars, for there was ncystained- 
giass to spoil them. The brtjad, plain 
flagstones of the floor spread round him 
in cool, white spaces, in loved unevenness, 
honoured by the foot-tracks which had 
worn the stone into little valleys from the 
door and through,the narrow, Norman 
chancel-arch up towards the altar rails, 
telling of*generations of feet, long since 
at rest, that had carried simple lives to 
seelc the place as the place of t|ieir help 
or peaee. 

• Plain rush-plaited hassocks and little 
brass sconces where, on lenten nights, in 
the unwarmed church, glimmered the 
few candles that lit the devotion of the 
strong, rough sons of the glebe, hedgers 
and ditchers, who came there after daily 
labour to spell out simple prayer and 
praise. But it was best on the summer 
Sunday mornings, when the great spaces 
of blue, and the towering white clouds 
looked down through the diamond panes; 
and the iron-studded door, with th* 
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A String wonderful big key, which his hands were 
of Bead* ^ot yet Strong enough to turn, stood wide 
open; and outside, acnongst' the deep 
grass that grew upon the graves, he could 
see the tortoise-shell butterflies sunning 
themsel^'es upon _ the dandelidns. Then 
it was that he used to think the outside 
the best, and fancy (with perfect truth, as 
I believe) that angels must be looking 
in, just as much'as he was looking out, 
and gazing down, grave-eyed, upon the 
little people inside, as he himself used to 
watch the red ants busy in ^their tiny 
mounds upon the grass plot or the gravel 
path; and he wondered sometimes whether 
the outside or the inside was “God’s 
House ’’ most: the place where *hc was 
sitting, with rough, simple things abo\ft 
him that the village carpenter or mason 
or blacksmith had made, or the beautiful 
glowing world outside. ,A.nd as he thought, 
with the grave mind of a child, about 
these things, he came to fancy that the 
eyes that looked, out "through the silver 
diamond-panes which kept out the wind 
and rain, mattered less than the eyes that 
looked in from the other side where 
basked the butterflies and flowers 'and all 
the living things he so loved: awful eves 



that were at home where hung the sun A String 
himself in his distances and the stars in ofBeadi 
the great Mar-spaces; where Orion and 
the Pleiades glitterSd in the winter nights, 
where “ Mazzaroth was brought forth in 
his season,’* a’nd where through th^ purple 
slcies of summer evening was tlaid out 
overhead the assigned path along which 
moved Arcturus with his sons. 
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APPENDIX 1 


SOME SUGGESTIONS AS TO THE STUDY 
OF OLD GLASS 

Some Sag- Every one who wiyits to study glass 
gestioneas should go to York Minster. Go to 
the extreme west end, the ‘first two 
Old Glasa wmdows are or plain quarnes most 
prettily leaded, and showing how pleasant 
“ plain-giazing ” may be, with •silvery 
glass and a child-like enjoyment of simple 
patterning, unconscious of “high art.” 
But look at the second window on the 
north side. What do you see? You 
see a yellow shield? Exactly. Every 
one who looks at that window as he 
passes at a quick, walk must come away 
remembering that he had seen a yellow 
shield. But stop and look at it. Don’t 
you Sie it —I cio ! Why ?—^well, because 
it happens to be by good luck just njfA/, 
and it is a very good lesson of the degree 



in which beaftity in glass depends on SomeSog- 
juictaposition. I had thought of it as g««onia8 
a particularly beautiful bit of glass in st^^of 
quality and colour—but not at all! it is old 
textureless and rather crude. I had 
thought of It as old—not at it is 
probably eighteenth-century. But look 
what it happens to be set in—the mix¬ 
ture of agate, silver, greenish and black 
quarries. Imagine it by itself without 
the dull citron crocketting and pale 
yellow-stain “sun’^ and “shafting” of 
the panel below—without the black and 
yellow escutcheon in the light to its right 
hai}d—even without t&e cutting up and 
breaking with black lead-lines o/ its own 
upper half. In short, you could have it 
St) placed that you would like it no 
better, that it would be no better, than 
the bit of “ builder’s glazing ” in the top 
quatrefoil of th^ next window, which 
looks like, and I fancy is, of almost the 
very same glass, but clumsily mixed, and, 
fortunately, dated> for. our instruction, 

1779- 

I do not know any place where 
you can get more study of certain pro¬ 
perties of glass than in the city of York. 

The cathedral alone is a mine of wealth* 
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Some Sug- The nave windows are near*enough to see 
gestioni as all necessary detail. There is somethijig 
Stud*" of every period. And .with regard to the 

Old Glass clerestory windows, they have been 

so mauled and re-leided that you need not 
be in t^e least afraid of ddmiringcthe 
wrong thing or' passing by the right. 
You can be quite frank and simple about 
it all. For instance, my own favourite 
window is the fifth from the west on the 
south side. The old restorer has coolly 
slipped down one w^olc panel below its 
proper level in a shower of rose-leaves 
(which were really, I believe,'originally 
a pavement), and, frankly, I don’t know 
(and don’t care) whether they are part 
of his work in the late eighteenth cen¬ 
tury or the original glass of the late 
fourteenth. I rather incline to think that 
they came out of some other window 
and are bits of fifteenth-century glass. 
The same with the chequered shield of 
Vernon in the other light I daresay 
it is a bit of builder’s tglazing—but isn’t 
it jolly ? And what do you think 
of the colour of the little central circle' 
half-way up Ihe middle light? Isn’t 
it a flower? And look at the petal 
that’s dropped from it on to the bar 
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below! or fte whole ot the lett-hand SomeSug- 
lieht; well, or the middle light, or the grationias 
right-hand^ light ? If that’s not colour slu/'gf 
I don’t know whiit is. I doubt if it oid^law 
was any more beautiful when it was 
new, perhaps not so beautiful. Compare 
it, for example, with the windo\# in the 
same wall (I think next to it on*the west, 
which has been “ restored ”). The window 
exactly opposite seems one of the least 
retouched, and the least interesting; if 
you think the yellow canopies disagree¬ 
able in colour don’t* be ashamed to say so: 
they are »ot unbeautiful exactly, I think, 
but, personally, I couid do with less of 
them. Yet I should not be surprised to 
be assured that they are all* genuine 
fourteenth-century. In the north tran¬ 
sept is the celebrated “ Five Sisters,” the 
most beautiful bit of thirteenth-century 
“ grisaille ” perhaps in existence. That is 
where we get oar patterns for “ kamp- 
tulicon ” from; but we don’t make 
kamptulicon quite like it. If you want a 
sample of “ nineteenth-century thirteenth- 
, century ” work you have only to look 
over your left shoulder. • 

A similar glance to the right will 
show you “nineteenth-century nfteenth- 
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Some Sug- century ” work—and show it you in a 
geidom ai curious and instructive transition stage-r- 
St^^of po*"*^*®*^® right-hand windows 

Old Gian of the five being old glass worked in with 
new, while the right-hand one of all is a 
little abbot who is nearly all ^Id and Jias 
shrunk feehind a tomb, wondering, as h 
seems to me, “ how those fellows got in,” 
and making up his mind whether he’s 
going to stand be^ng bullied by the new 
St. Peter. In the south transept op¬ 
posite, all the five eastern windows are 
fifteenth-century, znd some of them 
very well preserved, while thc%e in the 
southern wall are nlodern. The great east 
window has a history of its own quite 
easily asce'rtainable on the spot and worthy 
of research and study. Then go into th» 
north ambulatory, look at the third of 
the big windows. Well, the right-hand 
light; look at the bishop at the top in a 
dark red chasuble, note the bits of dull 
rose colour in the lower dress, the bit of 
blackish grey touching .the pastoral staflF 
just below the edge' of the chasuble, look 
at the bits of sharp strong blue in the 
background. Now I believe these are 
all accidents—^bits put in in re-leading; 
but when the choir is singing and you 
'312 



can pick out jevery separate note of the Some Sug- 
haj-mony as it comes down to you from gestion® a* 
each curv 5 of the fretted roof, if you 
don’t think this w'lndow goes with it and old ^laia 
is music also, you must be wrong, I think, 
in ^ye or .ear. But indeed this part of 
the church and all round the ch<5r aisles 
on both sides is a perfect trsasurt-house of 
glass. 

If you want an instance of what I said 
(p. 212 ) as to “added notes turning dis¬ 
cord into harmony,” look at the patched 
east window of the south choir aisle. 

Mere jumble—probably no selection— 
yet how beautiful! like beds of flowers. 

Di3 you ever see a bed of flowers that was 
not beaiitiful ?—often and often,*when the 
gardener had carefully selected the plants 
of his ribbon-bordering; but I would have 
you think of an old-fashioned cottage 
garden, with its roses and lilies and lart 
spur and snapdfagon and marigolds— 
those are what windows should be like. 

In addition to t|ie minster, almost every 
church in the city has some interesting 
.glass; several of them a great quantity, and 
some finer than any in the •cathedral itself. 

And here I would give a hint. Never 
pass a church or chapel of any sort or kind^ 
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old or neWy without looking in.J You cannot 
tell what you may find. 

And a second hint. Do not malce 
written pencil notes .^-egarding colour, 
either from glass or nature, for you’ll 
never trouble to puzzle theiyi.out after¬ 
wards. 'Take your colour-box with you. 
The merdst dot of tint on the paper will 
bring everything back to mind. 

Space prevents our making here any¬ 
thing like a conaplete itinerary setting 
forth where glass may be studied; it must 
suffice to name a fe\fr centres, noting a 
few places in the same district which may 
be visited from them easily. I name only 
those I know myself, and of course the 
list is very slight. , 

York. And all churches in the city, 
Gloucester. Tewkesbury, Cirencester, 
Birmingham. (For Burne - Jones 
glass.) Shrewsbury, Warwick, Tamworth, 
Malvern. 

Wells. 

Oxford. Much glass in the city, old 
and new. Fairford. 

Cambridge. Much glass in the city, 
old and new. 

Canterbury, 

Chartres. (If there is still any left 

3H 



unrestored.) .St. Pierre in the same 
tmyn. 

Sens. , 

Troyes. Auxewe. 

Of the last two I have only seen some 
copigs. Foe glass by Rossetti, Burne-Jones, 
and Madox-Brown, consult their Ifves. 

There are many well-known Books on 
the subject of ancient glass, Winston, 
Westlake, &c., which give fuller details 
on this matter. 


APPENDIX II 

ON •THE RESTORING OF ANCIENT WINDOWS 

Let iisj-ealise what is done. 

•• And let us consider what ought to be done. 

A window of ancient glass needs re¬ 
leading. The lead has decayed and the 
whole is loose and shaky. The ancient 
glass has worn vSry thin, pitted almost 
through like a worn-out thimble with 
little holes where ^he alkalis have worked 
their way out. It is as fragile and tender 
•as an old oil-painting that needs to be 
taken off a rotten canvas and re-lined. 
If you examine a piece of old glass whose 
lead has had time to decay, you will find 
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On the that the glass itself is oftefi in an equally 
Reitoring tender state. The painting would remain 
Window^ yearS) probably for centudes yet, if 
untouched, just as dust, without any 
attachment at all, will hang on a vertical 
looking-glass. But if you strape it, even 
only with the finger-nail, you will gener¬ 
ally find that that is sufficient to bring 
much—perhaps most—of the painting off, 
while both sides of the glass are covered 
with a “ patina ” of age which is its chief 
glory in quality and .colour, and which, 
or most of which, a wet handkerchief 
dipped in a little dust and rubbed smartly 
will remove. . 

In shqrt, here is a work of art as 
beautiful and precious as a picture by 
Titian or Holbein, and probably, as bein^ 
the chief glory of some stately cathedral, 
still more precious, which ought only to 
be trusted to the ge;itle hands of a 
cultivated and scientific artist, connoisseur, 
and expert. The glass should all be 
handled as if it tyere old filigree silver. 
If the lead is so perished that it is 
absolutely impossible to avoid taking the 
glass down, it should be received on the 
scaffold itself, straight from its plate in 
the stone, between packing-boards lined 
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with sheets of wadding—“ cotton-wool ” On the 
—attached to the boards with size or Reitoring 
paste, and‘With, qf course, the "fluffy” 
side outwards. These boards, section by ' 
section, should be ' finally corded or 
clamped ready for travelling i>e/ore being 
lowered from the scaffold'; if any .pieces of 
the glass get detached they should be 
carefully packed in separate boxes, each 
labelled with a letter corresponding to 
one placed on the section as packed, so 
that there may be, no chance of their 
place ever being lost, and when all is 
done the Vhole window will be ready to 
be .gently lowered, securely “packed for 
removal,” to the pavement below. The 
ideal thing now would be to hire a room 
^nd do the work on the spot; but if this 
is impossible on account of expense and 
the thing has to bear a journey, the 
sections, packed as. above described, should 
be themselves packed, two or three to¬ 
gether, as may be convenient, in an outer 
packing-case for tnavelling. It should be 
insured, for then a representative of the 
’railway must attend to certify the pack¬ 
ing, and also extra care \?ill be taken in 
transit. 

Arrived at the shop, the window shou^ 
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be laid out carefully on the bench and 
each bit re-leaded into its place, the very 
fragile pieces between- two bits of thin 
sheet-glass. 

Unless this last' practice is adopted 
throughout, the ordinary process" of cenSent- 
ing musfr be omitted and careful puttying 
substituted for it. While if it is adopted 
the whole must be puttied before cement¬ 
ing, otherwise the cement will run in 
between the various thicknesses of glass. 
It would be an expensive and tedious and 
rather thankless process, for the repairer’s 
whole aim would, be to hide from the 
spectator the fact that anything whatever 
had been,done. 

What does happen at present Is this. 
A country clergyman, or, in the case of 
a cathedral, an architectural surveyor, 
neither of whom know by actual prac¬ 
tice anythmg technically of stained^lass, 
hand the job over to some one represent¬ 
ing a stained-glass establishment. This 
gentleman has studied stained-glass on 
paper, and knows as much about cutting 
or leading technically and by personal’ 
practice, as an architect docs of masonry, 
or stone-carving—neither more nor less. 
That is to say, he has made sketch-books 
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full of water-colour or pencil studies, and 
endless notes from old examples, and has 
never cut‘a bit of glass in his life, or 
leaded it. 

Well, he assumes the responsibility, and 
theclient ft^oses in the blissful confidence 
that all is well. 

Is all well ? 

The work is placed in the charge 
of the manager, and »through him it 
filters down as part of the ordinary, 
natural course of events into the glazing- 
shop. Here this precious and fragile 
work of art we have described is handed 
over to a number of* ordinary working 
men to treat by the ordinary mpthods of 
their trade. They know perfectly well 
that nobody above them knows as much 
as they, or, indeed, anything at all of their 
craft. Division of labour has made them 
“ glaziers,” as it Jias made the gentlemen 
above stairs, who do the cartoons or the 
painting, “artists” These last know no¬ 
thing of glazing,* why should glaziers 
know anything of art? It is perfectly 
*just reasoning; they do their very best, 
and what they do is this. * They take out 
the old, tender glass, with the colom 
hardly clii^ing to it, and they put k 
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into fresh leads, and then they solder 
up the joints. And, by way of a triiyn- 
phant wind-up to a gpod, solid, English, 
common-sense job, with no art-nonsense or 
fads about it, they ‘proceed to scrub the 
whole on both sides with stiff gjass-_ 
brushes' (ordinarily sold at the oil-shops 
for keeping back-kitchen sinks clean), 
using with them a composition mainly 
consisting of exa, 9 tly the same materials 
with which a housemaid polishes the 
fender and fire-irons. That is a plain, 
simple, unvarnished katement of facts. 
You may find it difficult of 'belief, but 
this is what actually happens. This^ is 
what you are having done everywhere, 
guardians of our ancient buildings.. You’ll 
soon have all your old windows “quite* 
as good as new.” It’s a merry world, 
isn’t it ? 
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APPENDIX III 

Hinti for the Curriculum o^ a Technic^ School for 
Staiued-OicA—Examples for Painting—Ex¬ 
amples of Drapery—Dratring from Mature— 
Ornamental Design. 


Examples for Painting ;—I have already 
recommended for outline* work the splen¬ 
did reproductions of the Garter Plates at 
Windsor. It is mDre difficult to find 
equally goad examples for painting; for 
if one had what one wished it would be 
photographed from ideal painted - glass 
or else from cartoons wisely prepared 
^r gla8*s-work. But, in the first case, 
if the photographs were from the best 
ancient glass—«ven supposing one could 
get them—-they would be unsatisfactory 
for two reasons. ‘First, because ancient 
glass, however well preserved, has lost or 
gained something by age which no -skill 
can reproduce; a*nd secondly, because 
Ijowever beautiful it is, all but the very 
latest (and therefore not the best) is im¬ 
mature in drawing. It is not wise to 
reproduce those errors. The things them- 
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selves look beautiful and,‘sincere because 
the old worker drew as well as he could; 
but if we, to imitate them, c^w less Veil 
than we can, we are iAiitating the accidents 
of his production, .and not the method and 
principle of it: the princip'e.was to^draw 
as well as he could, and we, if we wish to 
emulatd'old glass, must draw as well as •me 
can. For examples of Heads nothing can 
be better than photographs from Botticelli 
and other early Tuscan, and from the early 
Siennese painters. Also from Holbein, and 
chiefly from his drainings. There is a flat¬ 
ness and firmness of treatment in all these 
which is eminently suited to stained-glass 
work. Hands also may be studied from 
the same sources, for though ^otticelli 
does not always draw hands with perfect 
mastery, yet he very often does, and the 
expression of them, as of his heads, is 
always dignified and full of sweetness and 
gentleness of feeling and as soon as we 
have learnt our craft so as to copy these 
properly, the best thing is to draw hands 
and heads for oifrselves. 

Examples of Drapery .—^To me there is 
no drapery so beautiful and appropriate 
for stained-glass work in the whole world 
of art, ancient or modern, as that of Burne- 
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Jones, and fespecially in his studies and 
drawings and cartoons for glass; and if 
these artf not ascessible, at least we may 
pose drapery as like it as we can, and 
draw it ourselves and copy it. But I 
w*uld, it ‘any rate, earnestly .warn the 
kudent against the “ crinkly*-crankly ” 
drapery imitated from Dllrer and his 
school, which fills up the whole panel 
with wrinkles and “turnovers” (the linings 
of a robe which give an opportunity for 
changing the colour), and spreads out 
right and left and up and down till the 
poor bislfop himself (^nd in nine cases out 
of ten it is a bishop, so that he may be 
mitred and crosiered and pearl-bordered) 
becomes a mere peg to hang vestments 
on, and is made short and dumpy for 
that end. 

There is a great temptation and a great 
danger here. This kind of work, where 
every inch of space is filled with orna¬ 
ment and glitter* and change and variety 
and richness, is indeed .in many ways right 
and good for stained - glass; which is a 
broken-up thing; where l|rge blank spaces 
are to be avoided, and where each little 
bit of glass should look “cared for” and 
thought of, as a piece of fine jewellery ts 
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Hiattfw put together in its setting; and if crafts- 
the Curri- manship were everything, much might be 
said for these methods. There is in- 
Schpol fbr deed plenty of stained-glass of the kind 
Stained- more beautiful as craftsmanship than any- 
thing sinpe the Middle Ages,* much mere 
beautiful land cunning in workmanship 
than ,Burne-Jones, and yet which is 
little else but vestments and curtains and 
diaper—where there is no lesson taught, 
no subject dwelt on, no character studied 
or portrayed. If we jsish it to be so—if 
we have nothing to teach or learn, if we 
wish to be let alone, to be southed and 
lulled by mere sacr^ trappings, by pleasant 
colours an(l fine and delicate sheen and the 
glitter of silk and jewels—well and good, 
these things will serve; but if they rail to* 
satisfy, go to St. Philip’s, Birmingham, 
and see the solemnities and tragedies of 
life and Death and Judgment, and all 
this will dwindle down into the mere 
upholstery and millinery that it is. 

Drawing from ]Nfiture %—There is a side 
of drawing practice almost wholly ne¬ 
glected in schools, which consists, not in* 
training the eye and hand to correctly 
measure and outline spaces and fixms, 
hut in training the fingei-ends with an 
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H.B. pencil point at the end of them to Hiau flw 
illustrate texture and minute detail. It theCnm- 
is necessai^ to look at things in a large Xe^nical 
way, but it is equally necessary to look at School for 
them in a small way; to be able to count Strined- 
thewibs otf a*blade of grass or a tiqy cockle- 
shell, and to give them in pencil,each with 
its own light and shade. I find the whole 
key to this teaching to lie in one golden 
rule— not to frighten on daunt the student 
with big tasks at first. A single grain of 
wheat, not a whole ear of corn; some 
tiny seed, tiny shell; but whatever is 
chosen, to be pursued with a needle- 
pcunted pencil to the'very verge of lens- 
work. I must yet again quolp Ruskin. 

“You‘have noticed,” he says,* “that all 
great sculptors, and most of the great 
painters of Florence, began by being gold¬ 
smiths. Why do you think the gold¬ 
smith’s apprentic^hip is so fruitful ? Pri¬ 
marily, because it forces the boy to do 
small work and }nind what he is about. 

Do you suppose Mic.'jael Angelo l^rned 
his business by dashing or hitting at it ? ’ 
Ornamental Design. — Jt is impossible 
here to enter into a description of any 
system of teaching ornament. At p. 294 
‘ “Ariadne Florentina,” p. 108. 
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I have given just as much as two pages 
can give of the seed from which such », 
thing may spring. In sQme of the collo¬ 
types from the finished‘glass the patterns 
on quarry or robe which spring from this 
seed may be traced—very imperfectly, Iwt 
as well as' the scale and the difficulties of' 
photography and the absence of colour 
will allow. 

What I find bejt, in commencing with 
any student, is to start four practices 
together, and keep them going together 
step by step, side by side, through the 
course, one evening for each, or ferae like 
division. ' 

Technical Work. —Cutting, glazing, &c. 

PainHngWork .—By graduated examples, 
from simple outline up to a head of Botti¬ 
celli. 

Ornament, as described; and 

Drawing from Nature, in the spirit and 
methods we have spoken of. 

Moulding the whole into a system of 
composition and execution, tempered and 
governed as it goes along by judiciously 
chosen reading and reference to examples, 
ancient or moderh. 
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Notes on It is obvious that stained-^lass cannot be 
Collotypes adequately shown in Ijook-illustration. 

For instance, we cannot have either the 
scale of it or the colour—two father vital 
exceptions. These collotypes are, there¬ 
fore, put^forth as mere diagrams for the 
use of students, to call their attention to 
certain definite points and questions of 
treatment, and no more pretending than 
if they were black-board drawings to give 
adequate pictures of wljat glass can be or 
should be. 

This is one reason, too, for the omission 
of all attempt to Reproduce ancient glass. 
It was felt that it should not be subjected 
to the indignity of such very imperfeef 
representation,* and especially as so many 
much larger books on the subject‘erdst, 
jvhere at least the scale is not so ill-treat^. 
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I5ut, Dcsiaes, ir one once oegan uius- ixoicBon 
trating old glass, one would immediately CoUotyppe 
seem to setting standards for present- 
day guidance, and this could only be done 
{if done) with many annotations and excep¬ 
tions and.TWth a much larger range of 
examples than is possible here. 

The following illustrations, therefore, 
show the attempts of a group of workers 
who have endeavoured ^o carry into prac¬ 
tice the principles set forth in this book. 

It has not been found possible in all cases 
to get photographs from the actual glass— 
always a Very difficult thing to do. The 
illustrations can be seerf much better by the 
ai3 of a moderately strong reading-lens. 

PLAffE I.— Part of East Window, St. 

Anselm's, Woodridings, Pinner, by Louis 
Davis. The design, cartoons, and cut-line 
made, all the glass chosen and pamted, and 
the leading superintended by the artist. 

Plate II.— Another portion of the same 
window, by the same. Scenes from the Life 
of St. Anselm. Executed under the same 
conditions as the above. The freehand 
• drawing and the varying thickness of the 
leads in the quarry work should be noted. 

Plate 111 . — Window in St. Peter's 
Church, Clapham Road-—Blessed a^e 
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Notet on they that Mourn," by Reginald Hallward. 

Collotypes The whole of the work in this instance, 
including cutting, leading, &c., io done by 
the artist himself. As an instance of how 
little photography can'do, it is worth while 
to describe such a small item hs' the scmll 
above the .figure. This is of glass most 
carefully selected (or most skilfully treated 
with acid), so that the ground work varies 
from silvery-whita to almost a pansy- 
purple, and on this the verse is illuminated 
in tones varying from,pale primrose to 
the ruddiest gold — the whole forming 
a passage of lovely colour impossible to 
achieve by any syste'm of “ copying.” Jt 
is work like this and the preceding that 
is referred to on p. 266. • 

Plate IV.— Central part of Window in 
Cobham Church, Kent, by Reginald Hallward. 
Executed under the same conditions as 
the preceding. , 

Plate V. — Part of Window in Ardrahan 
Church, Galway —“ St. Robert," by Selwyn 
Image. From the cju’toon. See p. 83. 

Plate VI.— Two Designs for Domestic 
Glass, by Miss M. J. Newill. From the 
cartoons. * 

Plate VII. — “ The Dream of ' St. 
Kepelm," by H. A. Payne. The author 
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had the pleasure of watching this work Notes on 
daily while in progress. It was done Collotypes 
entirely by the artist’s own hand, by way 
of a specimen “ masterpiece” of craftsman¬ 
ship, and the aim was'■to use to the full 
extent every •r^ource of the material. 

Plate VIII.— Six “ CLuarries Day 
and Night" “ The Spirit on th Face of the 
Waters f “ Creation of Birds and Fishes f 
“ Eden," and “ The Farai>le of the Good 
Seed," by Pupils of H. A. Payne, Birming¬ 
ham School of Art. These lose very much 
by reduction, and should be seen with a 
lens magnifying 2^ diameters. They are 
the designs of the pupils‘themselves (boys 
in tfieir teens), and are examples of bold 
outline untouched after tracing, "fhey are 
more elaborate than would be desirable 
for ordinary quarry glazing; being in¬ 
tended for interior work on a screen, 
to be seen close at hand with borrowed 
light. 

Plate IX.— Micro-photographs, i. A 
piece of outline that has “fried" in the kiln. 
Magnified 20 diameters. See p. 104. 

• 1 . A small Diamond seen from above. 
Magnified 10^ diameters. * The white 
horizontal line is the cutting edge. 

3. A larger Diamond that has been “ re- 
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Notes 00 set." That is to say, 're-ground: the 
Collotypes diagonal marks like a St. Andrew’s Cross 
show the grinding doiyn of the old facets 
by which the new cutting edge has been 
produced. Magnihed lo^ diameters. 

4. No. 2 seen from the side.' Magnified 
10^ diameters; the cutting edge faces 
towards the left. 

Plate X.— Micro-photographs of Glass¬ 
cutting. Very difficult to explain. “A” 
is a sheet of glass seen in section multiplied 
15^ diameters. Thf black marks along 
the top edge are diamond-cuts, good and 
bad, coming straight towards Ihe spectator. 
The two outside ones are very bad cuts, far 
too violent, and have split off the surface 
of the glass. Of the two inner ones the 
left-hand one is an ideally pood cut, n6 
disturbance of the surface having occurred; 
the right-hand a fairly good one, but a 
little unnecessarily hwd. Passing over 
B for the present—C is a similar piece of 
glass (also magnified 15I diameters, with 
wheel-cuts seen endwise (coming towards 
the spectator). Yhe one on the left is 
a very bad cut, the surface of the gla® 
having actually split off in flakes, the next 
to it is a perfect cut where the surface is 
^ntact, and note that though nOt a quarter 
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so much pressure has been employed, the Notes, on 
split downward into the glass is deeper CoUotyfes 
and sharper, than in the violent cut to 
the left, as is also the case with the 
two other moderately* good cuts to the 
righl; . . * 

D, E— Wheel-cuts. In these vtt are 
looking down upon the surface* of the 
glass. They are bad cuts, multiplied 
20 diameters; the direction of the cut is 
from left to right. In the upper figure 
the flake of glass is split completely off 
but is still lying id its place. In the 
lower one the left-hand half is split, and 
the right-hand only partially so, remaining 
so closely attached to the body of the glass 
as to shpw (and in an especially beautiful 
and perfect manner) the rainbow-tinted 
“ Newton’s rings ” which accompany the 
phenomenon of “Interference,” for an 
explanation of which I must refer the 
reader to an encyclopaedia or some work 
on optics. Good cuts seen from above 
are simply lines like'a hair upon the glass, 
but the diamond-cut is i coarser hur than 
the wheel-cut. 

If you now hold the illustration upside 
down, what then becomes the top edge of 
section C shows a wheel-cut seen side- 
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Notei on ways along the section of the glass which 
it has divided, the direction of this cut 
being from left to right. • 

In the same way section “A” seen 
upside down gives the appearance of a 
diamond-oxt, also from left tO' right, and 
multiplied 15^ diameters, while “ B ” held 
in the same position gives the same cut 
multiplied 78 diameters. The nature of 
these things is (Jiscussed at p. 48. 

In their natural colour, and under strong 
light, they are very beautiful objects under 
the microscope, tven a 10-diameter 
“ Steinheil lens,’’ or still bettd- its English 
equivalent, a Nebon lens, will show yhem 
fairly, and some such instrument, opening 
out a hew world of beauty beyond the 
power of ordinary vision, ought, one would 
think, to be one of the possessions of 
every artist and lover of Nature. 

The illustrations that follow are from 
the work of the author and his pupils 
conjointly. Those in which no desi^ has 
been added are for clearness’ sake described 
as “ by the author ”; but it is to be under¬ 
stood that in ail instances the transcribing 
of the work*^/# the glass has been the 
work of pupils under his supervision. 
All design of diaper, canopy, lettering, 
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and quarried is so, in ail the examples Notei on 
selected. CoUotypei 

* Plate^I. —From GloucesterCathednal— 

“ St. Boniface" bytthe author and his pupils. 

Plate XII.— Fimm the same — ''The 
St^rk of Iona ” and “ The Infant Churchf 
by the same. Canopies from Oal? and Ivy. 

Plate XIII.— Portion of a Window in 
progress {destined for Ashbourne Church)., by 
the author. This has been specially photo¬ 
graphed on the easel, to* show how near, by 
the use of false leadlines, &c., the work 
can be got, during Its progress, to approach 
to its actual conditions when finished. 

Plate XIV.— Drawings from Nature, by 
the author's pupils. Pieced together from 
various drawings by three different hands; 
made in preparation for design of Oak 
“ canopy.” See p. 324 and Plate XI. 

Plate XV.— Part of East Window of 
School Chapel, Tonbridge, by the author. 

From the cartooh: the figure playing the 
dulcimer is underneath the manger, above 
which is seated the Virgin and Child. 

Plate l^l.—Figfrtt of one of the Choir 
, of " Dominations.” From Gloucester, by the 
author and his pupils. 

The names of the pupils whose work 
appears in Plate VIII. are J. H. Saunders 
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Notes on 
CoUotypes 


and R. J. Stubington; In Elate XIV. A. 
E. Child, K. Paraons, and J. H. Stanley; 
and . in the Plates XI. to XVI, J. Bret't, 
L. Brett, A. E. ChUd, P. R. Edwards, M. 
Hutchinson, K. Parsons, J. H. Stanley, 
J. E. Tarbox, and E. A. Wopre. "Ifhe 
cuts in the text are by K. Parsons and 
E. A. Wdore. 
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1>—'Part of Window. St. Anselm's, Woodridings, Pinnet 






n.—Part of Window. St. Anselm’s, Woodridiogs, Pinner. 






III.- Window. St. Peter's Church, Clapham. 






IV.—Part of Window. Cobhara Church, Kent 





V.—Part of Window. Ardrahan, Galway* 













VI.—From Cartoons for Domestic Glass. 










VII.—Window. "The Dream of St. Kenelm.’ 








VIll.->Quarnes. (Size o( ongmals, 4i by 4 ins.) 










X. -Micto-photopaphs. Diamond and Wheel Cuts aeen in Section and Plat 





XI.—Fart of Window. Gloucester Cathedral. 







XJl.—Part of Window. Gloucester Cathedral 















XIV.—Drawings from Nature. 







f.V. --Part of Window. Tonbridge School Chapel, photcgraphed 
from the Cartoon. 




XVI.—Part of Window. Glouceiter Cathedral 




GfeOSaiRY 


jftiliguet, coloured glasaes m^de in imitation of the Gloisary 
qu^ities of ancient glass, 

JBan£ng, putting on the copper “ties” by which the 
glaz^ light is attached to the supporting bars. 
iSisue, fl) the light-tinted glass, white, greenish or 
yeIlow,*on which the thin film of ruby or blue 
is imposed in “flashed*” glasses; (2) the sup¬ 
port of the niche on which the figure stands in 
“ canopy work.” • 

Borrowed light, a light not coming direct from day¬ 
light, but from the interior light of a building as 
in the case of a screen of glass. (The result is 
similar when a window is seen against near back¬ 
ground of trees or buildings.) 

Calm (of lead), the yrip of lead, 3 to 4 feet long, as 
used fog leading up the^ass. 

Catufy or “tabernacly work,” the architectural fram- 
^Sn imitation of a carved niche in which the 
figure is placed, *rhejMlf ^ supports (sometimes 
used alone to frame in the whole light) are called 
“ shafting.” 

Cartoon, the design of the window, full size, on paper. 

Chasuble, the ou^rmost sacrificial vestment of a bishop 
or priest. 
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Glossary Cope, the outermost ceremonial and ‘processional vest¬ 
ment of a bishop or priest. 

Core (of lead), the cross-bar the “H*^^tiop as 
• shown in fig. 34. * , 

Crocieilitig, the ornamenting of any architecltiral member 
at interyals with scuipjured bosses or crtfckets. 
Cullit, the waste cuttings of glass. Generally used 
over again in greater or less quantity m an ingre¬ 
dient in the making of new glass. 

Cut-lint, the tracing (containing the lead-lines only) 
by which the work is cut and glazed. « 

Flux, the solvent which assists the mjlting o& tfie 
metallic pigmentwin the kiln. Various materials 
are used, t.g. silica and lead, but un^rtunately 
borax also is used, and I would warn the studeo' 
to buy no pigment witlfcut a guarantee from the 
man ifacturer that it does not contain thij^ tempt¬ 
ing but very dangerous and unstable ingredient. 
(See p. 112). ‘ * «•’ 

Form, the sheet of “ continuous cartridge ” or cartoon 
paper dh which the dimensions, &c., arj marked 
out for drawing the cartoon. 

Gauge, (I) the shaped piece of paper by which the 
diamond is guided in cutting; (2) the standard 
of size and shape in pny piece of repeated work 
(as quarry-glazing). * 

Grisaille (from Fr. gris, grey).work where a pattern, 
generally geometrical, in narrow coloured bands, 
is supermiposed on a background of whitish, 
grey, or greenish glass diapered wftlf^ainted 
work in outlinarji -light shading. j _ 

Groseing, the biting away the edge of the glass with 
pliers to make it fit. With regard to this word 
and to the term “ calm,” I have never found any 
one who could give a reason far the name or an 
authority as to its spelling, the various spellings 
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mggesteJ fo» the latter worS including Karm, Gloasary 
Calm, Carm, Kaim, and even Qualm! But while 
writir^this book I in lucky hour consulted the 
treati^of Theopliil&% and was delighted to find 
both wajrtls. The term he applies to the leads is 
Calamus ” (a reed), while his term for what 
we should call pliers' is “Grosarium ferrum” 
^grosewgWroft). So that this question is set at 
rest for ever. Glaziers mus^ henceforth accept 
the glassic spellings V Calm ” and “ Groseing,” 
and one may suppose they will be proud to learn 
that thes5 everyday terms of their craft have 
been in use for 900 years^ and are older than 
West/iinster Abbey. 

the ruler, 3 to 8 feet long, and marked with 
inches, &c., used in siting out the ‘<forms.’^ 

Lathykiriy doubtless old English “ a little lath,’’ de¬ 
scribed 137. 

described p. 141. 

Leaf (of lead), the two uprf^ts of the ** H ” section 

(<>g- 34 )- , 

fuller, a ^iece of granite or glass, flat at the base, 
for grinding pigment, &c. 

Obtuse, an angle having a wider opening than a right- 
an|le or “ perpendicular.” 

Orphreys ^aurifrigia, from.Lat. aurum, gold), the 
bands of ornament on ecclesiastical vestments. 

Patina, the film produSed on ^arious substances by 
chemical action (oxidation, sulphurisation, &c.), 
eitl 5 «» artificially, as in bronze sculpture, or by 
age, as in glass. . 

Plating, the doubling of one with another in the 

* same lead. 

Quarries, the diamond, square, or other shaped panes 
used in plainjglazing. 

Reamy, wavy or streaky glass. (Seep. 179.) 
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Ulossary Scratch-card, a wire brush to refflore taraisb trom i|a 4 
before soldering (p. 144). 

Setting, fixing a charcoal or ,chalk dra^jpg ow the 
• paper by means of a aptly of fixative. • 

Shafting, see “ Canopy.” • 

Shooting (in carpentry), the planing down an edge 
to get it truly straig&t. 

Sgiiaring-out, enlarging (or reducing) «ny desijn by 
drawing from point to noint across proportisnal 
squares. 

Stippling, described p. 100. 

Stopping-hnife, the knife by which theaglass and lead 
are manipulated jn leadmg-up. 

Talcrnacle mort, see “ Canopy.” 

Template, the form in paper, card, wood, or zinc,<in( 
shaped openings, by which the correct figure is 
set^ut on the cartoon-form. 
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Index Accidental qualities in glass, Art colours, 201 

value of, 114 Artiht, right* claim to th» 

Accuracy in setting 'out title, 269 1 

forms, 286 “Asleep,” Millj*i’ picture 

Accuracy of measurement, ot, 209 « 

115, 285 j^sslstants, to be trained to 

Accuracy of work in the mastership, 268 
shop, rf’.es for, formula Auxerre, centre for,^.tudy of 
for right angles, 286 glass, 315 0 

Adding, 130 

Action, violent, to be'' Backing, 126 
avoided, 173 Badger, 72, 74 

Advertising, *93 Badger, how to dry, 193 

Allegory, 248 Banding, 151 

Allegory, true allegory the Bard's formula for pigment, 

presentment of noble 226 

natures, 260 Bars, 151, 159, 167 

Ancient buildings, sacred' Bars and iead*line«, 166, 

ness of, 245 176 

Ancient glass, 171, 314, 321, "Beads,” a string of, 290 
32S , Beethoven, colour, 224,271 

"Antique” glasses, 31 Bicycle, us? of, 216 

Architectural fitness, 234 Birds, 217 * 

Architecture, harmony with, Birmingham, Jones 

174 ^ windows, 236, 324 49 

Architecture, stained - glass'' Boniface, St., a question of 
accessory to, 168 staining, 224 

Architecture, subservient to, Books, 255, 257 

i 55 > ^3^ Borax, untrustworthy as 

Armour, by use of aciding flux, 370 

in flashed blue glass, Borrowed light, 227 (and 

131 Glossary) 
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‘ 64, 78, ^50, 297, 

izz 

Brov^y l\^dox, 203 
Brush, how'lb fill, 58 * 

guilders’ glajicg, 180 t * 
Buntingford, nde from, 2iv» 
Burne-JonGk, 131, Z03, 236, 
*50. 3*4 
Burning, 119 ^ 

*Burnt umber", 203 * 
Bufterfly, 217 

“Byzautsam of the crafts,** 
243 ^ •» 

Byzantine revi^l, 241 

“Calm” cJ' lead, 137 fand 
Glossary^ 

•^Smbridge, Burne . Jones 
windows, 237 

Cambridge, centre for study^ 
of glat4, 314 

Cambridge, K^tag’s College, 
for blue afM red, 230 
Canopies, 245 
Canopy,177, 300 
Canterbury, centre for study 
• of glass, 314 
Canterbury, for blue and 
red, 230 

Cartoons, 83, 192 
Cathedrals, 178, i8o, 215, ' 
230, *34,238,246,282,314 ' 
Cellini, 228 

Cement and cementing, 15.7 
Centres for stuuv of c^lass, 
3M, 

Chartres^centre for study of 
f»^lass, 230, 314 « 

thartres, for blue and red,* 
230 

Chief difficulty (in art) the 
chief opportunity, 301 
Chopin, 223 • 

Cirencester windows, 180 
Cleanliness, 67, 164, 193 


Clients, 279 

Collotypes,noteson, 327-336 
Colour, 198-231 
Comfort in work, 67 
Commission, one’s first.*292 
Conditions, importance of 
ascertaining at commence¬ 
ment, 283 

Conduct, general, 264 
Constantine and Byzantium, 
240 ^ 

Co-optration, 163, 265, 268, 

- 74-6 

Lorn-colour, 217-218 
Countercharging, 94 
Co-»ering up the pigment, 
164 

Craft, complete teaching of, 

174, 197 

Craftsman, right claims to 
the title, 269 

Craftsmanship, revival of, 
243; Middle Ages, 252 
•fllullet, value of, 159 
Curriculum, 321-326 
Cut-in glass, 79 
Cut-line, 85, 89 
Cutter and cartoonist, 44 
Cutting, 37, 42, 47, 87,162 
Cutting, advanced, 83 
Cutting-knife, 138 
Cutting-wheel (set Wheel- 
cutter) 

l^kuA, colour of, 218 
Dante or Blake, perhaps 
needed to-day, 253 
Dante on Constantine, 240 
•^Pilling, 163 
Dentist, precision of a, 67 
Design, 167, 175, 325 
Diamond, 33, 88, 331 
Difficulty conquered brings 
new insight and new 
power, 302 


Index 
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Index 


Difficulty, the chief oppor¬ 
tunity in a work of art, aSi 
Directing assistantB, clear* 
ne^ in, promptness in, 177 
Discords harmonised by 
added notes, zii 
Distance, effect of, 101, 192 
Division of labour, 170, 269 
Docketing of papers, system 
of, 284 

Dodges, a few little, 182 
Doubling glass, 132 
Drapery, 230, 322 
Drawing from Nature, 324 
Drawing, Ruskin’s advice 
on fineness in work, 315 
Du Maurier, 207 
Durer, revision of his work, 
271 

Dutch artist’s portrait of 
actress, ozo 

“ Earlt English ” glass, 31, 
227 

Easels, 186, 191 
Eccentricity t< be avoided, 
247 

Economy, 156,158 
Egyptians, 182 
English wastefulness, 156 
Etcliing {set Aciding) 
Examples for painting, 3x1 
Examples, for stained-glass 
work, Holbein, 322 
Expression, influence of 
distance on, 102 

Facetino of stones and glass, 
228, 332 * 

Fairford, green in Eve 
window, 2II, 230 
Fairford, old glass in, 314 
False lead-lines, i$6 
Fame and wealth good, but 
not atexpente of work, 296 
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Fancy, safe guide in, 259 « • 
Film, 94, 101 
Fine work in art, u8-3p3 
E.nSih in woi 4 t,^ pre^sion 
?ad cleanlii^^s, 67 
Kring, 105-119 
First duty of an a. cist, 248 
^ Five Sisters window, 178, 
311 ^ 

Fixing, 135,151 
“ Flashed ” glass, 33 
Flatness, desirable,.obtained 
by leading, 176* 

Flowers, 217 
Flux, 370 

Forms, accuracy of, • 286- 
289 

Pre«h methods and H&T., 
come accidentally, 298 
i^'reshness of work, advant¬ 
age of, 116 ^ 

Fried work, hnw to remove, 
104 ^ • 

Frying, 104 

Gausu colour, 20^ 

Garter plates, 61, 62, 70, 71 • 
Gas.kiln, 108-10 
Gauge for cutting, how to 
make, 88 

General conduct, 26i 
^ Giotto, 252 
Giorgione, 203 
GlJ^s, ancient, 3x8 
Glass, how'&ade, 32 • 

Glass, how to ^ax>up on 
plate, 95 • 

Gl^ss in relation to stoic.^ 
1 work, 134 • 

Glass, Munich, 84,17S 
Glass, Norman, 227 
Glass, old, 308, 315 
Glass, paented, 84 
Glass-painter’s methods de» 
scribed, 205 



tSHs* - painting compared 
with mezzotint. 8i 
Glasa - pi>%ting compared 
with oil-pSlnting, zoo \ 
dGlass, Priorisp 51 * 

Glass, value of accident^ 
quditie^n, 114 
Glasses, ‘‘ antique,” 31 
jGlazitJg, i5t, i#o T 
Glossary, 369 

Gloucester for blue and red, 
*30 

Gloucester, centre for study 
^ of glass, 314* 

“ Cod’s house,” 235 
Gold pinlJralue of, 160 
^C^ood Shepherd, 172 
udfhic revival, the, 239 
Groseing, 43 (and Glossary) 
Groseing tool, substitute 
for, iy 

“ Orozein^ Groseing) 
Gum-arabi^ 58* 

Gum, quality and quantity 
of, 77 

V 

' Handel, 223 

Handling leaded lights, 146 
Hand-rest, 61 

Harmony in colour, the 
greaifruleof, 211 ^ 

Harmony, universal, 234 
Harmony with architecture, 
*74 

‘Heaton’s kiln-feeder, 184 
'Hertfof^9l;hre, ride through, 

215 ' 

^Ibein, 64, 78, 316, 32*^ 
Hollander, thrift of, 157 * 

Hurry to be avoided, 165 
Hyacinths and leaves, 
colour of, 221 

u 

Imaoe, Selwyn, 83 
Imagination, 248, 259 


Industry, 65, 278 
In titUi to try work, 175 
Inspiration, nature of, dis¬ 
cussed, 273. , 

Italian, thrift of, 157 

Jacob’s ladder,” difficulty, 
* 280 

Joints, good and bad, 140 
Jugglery, craft, to be 
avoided, 174, 

Kalvidoscopb, 222 
Kiln-feeder, a clumsy, 183 
Kilns, 105 

Kiug, portrait of, loz 
Knives,cutting and stopping, 
ij8, 141 

“ Knocking up,” 144 

Labour and mateOal, cost of, 
162 

Lamb, Charles, on Milton’s 
Lycidatf 272 

Large work, difficulty of, 77 
L'Art Nouvea%y 245 
Lasting nails, 141 
Lathykin, 137 (and Glos¬ 
sary) 

Lea Valley, description of, 
21S 

Lead, 89 

Lead, “calm” of, 137 (and 
.plossary) 

Lead, 90, 132,137 
Lead-line, 84,172 
Lead-lines, false, 166 
(^gad-mill, 91 
Lead, purity of, 90 
Lead, outer lead showing, 136 
Leaded lights, how to 
handle, 146 
Leading, 133 

Leadwork, artistic use of, 
176 
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L>eadworker«, wage of, 159 
Light, 117 (and Glossary) 
Lights, 7a, 146, 151 
Limitations, 154, 170 
Liooell’s colour, tot 
LyeiJatf perfection of, 271 
Lyndhurst, windows at, 
»37i *5° 

Maclod, St., at Rouen, tSt 
Man’s work, nature of, 196 
Master, book no substitute 
for, it 

Master, need of, 82, 195 
Material and labour, cost of, 
162 V 

Matting, 72 
Matting-brush, 73, 75 
Matting over unfired out¬ 
line, 76 

Measure tferice, cut once,” 
285 

Measurement, accuracy of, 
IIS, »*s 

Measurement, relation of 
glass to the< stonework, 
*34 

Meistersingers, the, 223 
Mezzotint compared with 
glass-painting, 81 
Michael Angelo, 271 
Middle Ages, craftsmanship 
of, 252 

MillaU’ picture of Asleep’’ 
209 ' 

* Millinery and upholstery ” 
in glass, to avoid, 324 
Morris, 203 
Muller, 79 

Munich glass, 84, 176 
Music, illustration derived 
from, 223 

^AiLS, 141 

Nativity, star of, 229 
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Nature, ai^, *17, 30a, 3*4. 
355 

Neatness, 96 
N^rdlb, 68, 123 V-' 

Nevu College, 2» 

Niggling, no use in, 158 
“ Nimbus,” withhsM till the 
' • figure is finished, 263 
“Norman^” gjass. 227 ^ 
Novelty not essential to 
originality, 247 * 

Ndmbers attached torfiatural 
objects, 221 * 

OiL-pAiNTiNo *'and glass- 
painting compared, 198* 
Oil stone, substituwfor, 53 
Old glass, 171,308, 314,31c 
Orange-tip butterfly, 214 
Cfrder, “ Heaven’s first law,” 
*33 

Orderliness, 28(J ^ 

Originality not to=bc striven 
“ after, 297 

Ornament, system of teach- 

3*5 , 

Outline, 59-82 
Overpainting, danger of, 
120 

Oaford, centre for study of 
glass, 314 , 

Oxford, New College, for 
green, 230 
Oxifle {see Pigment) 

I Painted glass, 841 • 

Painter and giahapainter 
cftntrasted, 299 ^ 

‘Bainting, 56, 94, 118, 221 
Painting, heaviness ob¬ 
jected to by some, 227 
Painting, rule regarding 
amountspf, 229 
Pansy, colour of, 232 
Patrons, 264 



k l^ithenoa frieze^ r^ose of, 
173 

Perf^tioi^ J63 

Perpondiculai^Tules forrSita J 
inga, z86 - • *' 

Peterborough,Gothic tracery- 
in KormAt openings, 138 
Pictures, criticism on, zo8 
Pigmiht, zj6 
*Pigpent, mixture of, 57 
Pigment, oxide of iron, 57 
Pigment,«oft, danger of, 11# 
Pigment,Unpleasant red, 57 
Plain glazing, ^moving, 151 
Pluing, .47 
PlieW) 43 f 
Poppies, A8 

30 lilats of stained glasses, 159 
Principles of old work to 
be imitated, not accidents,*| 

♦ 

Prior’s glass, |i 
Publicity, danger of wasting 
time on pursuit of, Z96 
Punch, parody of the “Palace 
of Art,”^5o 

• Pupils’ work, 335 

Putty, substitute for cement 
in plated work, 318 
Putty, to be used when glass 
is donbled, 147 * 

QuAxaiEs, 331 

Quarry gUzin^with lAb- 
w iect, 177 ^ 

• • 

Rack fdf glass samples, 186 
^^alism to be avoided, 179 
^Recasting of composition's 

• 301 

Removing the plain glazing, 

Repose in architectural art, 
>74 

Rest for hand, dl 


Restoration, 181,145, 315 
Resurrection, sunrise in, 219 
Revivals, architectural, 239 
Rich and plain work, l ^2 
Right angles, formula nor, 
286 

Roman decadence, 240 
Room, to make the most of, 
192 

Rose>briar, colour of, in sun« 
set, 220 

Rossetti, 203 * 

Ruby glass, 33 
Ruby glass, value of, 160 
“ Rule of thumb,” 113 
Rules for work, 264, 286 
Ruskin, 202, 255, 325 

Sacru>n£ 38 of ancient buiid> 
ings, 245 

Schubert, 223 ^ 

“ Scratch-card,” 144 
Scrubs, 81 
«Sea-weeds, 217 
Second painwng, 118, 116, 
127 \ 

Sections, how to join to¬ 
gether in fixing, 150 
Sections, large work made 
in, 150 

“ Seed,” everything grown 
from, 291 

Seed of ornament, 294 
Selvage edge, to tear off, 193 
centre for study of 
glass, 315 

Setting mixture, 86 
Sharpening diamonds, 33 
' dleiftiese painters, good work 
to copy in glass, 32Z 
Single fire, 127 
Sketching in glass, 175 
Soldering, 144 
Sparta, revival of simplicity 
in, 243 
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IikIcx special gUitea, tvj Streaky Iglasa, Imitating 

Spotting, 163 drapery, 230 

Spring morning, ride on a, Strength in paintm^, lipiiti 
*1^ * 

Squaring outlines, t %6 Stretching the lead, 137 

Stain, 129 Ssyle, 237, 240 

Stain it!*’ 225 Subject, right limits to im> 

Stain oYerhring, result of, portan^ of, 248 

129 Sufficient Srine, test ofM 17 

Stained'glass, accessory to Sugar or freacL as substitute 
architecture^ 168 for gum, 62 

Stained*glaBs, ancient, to be S&rgeon, precision o^ a, S7 
held sacred, 245 Symbolism, proportion in, 

Stained-glass, definition and 262 

description of, 29 

Stained-glass, diaperis g, Tabcrnacle {see Ci^opy) 
spotting, and streaking, Tamworth, 237 ^ 

179 Tapping, 41 r r“ 

Stained-glass, joys of, 303 Taste, some principles of, 92 
Stained-glass, loving and 'I'echnical school, curricu- 
careful treatment of, 177 lum of, 321 

Stained-glass, new develop- Templates to.^be verified, 
mentsof, 132 289 ^ 

Stained-glass, .prices of Tennyson, his constant re- 
material, 159^ vision, 271 

Stained-glass, a ibservient to Texture of glass, use of, 126 

architecture, 155, 236 Theseus, 260 

Stained-glass verstu painted Thought, imagination, alle. 

glass, 84 gory, 148 

Staining, 225 Ties for banding, 151 

Stale colour, danger of. Thrift, 157 c 

165 ^ime saved by accuracy and 

Stale work, disadvantage of, method, 290 

114 Tia&e-saving appliances, 277 

Standardising, 113 ' ‘ Tinning the soldering iron, 

Stencil brush, 121 145 ^ «. 

Stepping back to inspect Tints, method of chvosing, 
work, 176 juo fi.- 

Stevenson, R. L., 156 ’ ' * Titian, 173, 203,171, 31$ 

Stick, 68 Tradition, 238, 242 

Stipple, 99, 101 Troyes, centre for study of 

Stippling brush, 100 glass, 3x5 

Stonework, relation of glass Trying work in skwf 175 
to, 134 Turgeniefi', proverb on aceu- 

Stopping.knife, X42 racy, 285 

j8o 



rurpentloe (Ve^lcef, 129 
Tuscan painters, good work 
to copy in glass, 522 


Index 


'* Upholbthit and miUiflfy ** 
in glaA,^o aroid, 32^* 

ViNDs of Milo, 260 
Wk’onese^ ^ 

Village church, untouched, 
picture of, 305 
Violeat action to be avoAed, 
tjf 

m 

IVage of leadworkers, 159 
i^ste, "proportion of, to 
hnisfted work, 162 
‘Wastefulness, English, 156 
Wax, best, 95 f 

Wax, removing spots of, 9S 

WaxHig.u^ 95 


Waxing-up, tool for, xSS 
Wells, centre for study of 
glass, J14 

Wheel-barrow, comparison 
with wheel-cutterf 51 
Wheel-cutters, 34, 35, 47, 
53» 54, 5^ 

White, pure, value of, 227 
White spaces to be interest* 
ing, 178 

Work in the shop, rules for, 
286 • 

Ycixqw and red together, 
218 

Yellow, certain tints hard 
* to obtain, 217 
Yellow stain, 129 
York, centre for study of 
glass, 314 i 

York Minster, glass in, 230, 
308, 313 
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COL&URS, ?4IAMELS, (S- STAINS 

Jot 

Uhurch, DoKiestic, & Opal Glass 

James Hancock (S’.Son, Ltd. 

1)IGLIS CERAMIC ART-COLOUR WORKS 

WORCESTER 

ENGLAND 

Samples and Prices on Application 

ar,:pistic crafts Series 

.HERALDRY. By Sir W. ft* St. JofcN Hope, Litt.D., D.C. 

los. 6d. n*t. \ 

^RESS OfeSIGN. By Taibot Hughes. los 6d. net. 
BOOKBINDING AND THE CARE OF BOOKS. By Noel 
Rooke. 7s. 6d. net. 

SILVERWORK AND pWELLERY. By H. Wilson. 
8s. 6d. net. 

^OODCARVINjJ DESIGN jUrt) WORKMANSHIP. By 
. GaoxoE Jack. 7s. 6d. net 

Wood-block printing. By F. Mosley Fletcher. 
• «7s. 6d. net. 

,{3XND-L00M WEAVING". By Luther Hooper. 8s. 6d. net 
WRITING AND ILLUMINATING AND LETTERING. By 
Edward JoHjjSTON. 88. 6d. net. , 

EMBROIDERY AND TAPESTRY WEAVING. By Mrs. 
A. H. Christie, ios. 6d. net. 


London ; SIR ISAAC PITMAN AND SONS, LTD. 



JAIMES HETiEY/^c CO. 

35 SOHO SQUARE 

LONDON^W. 


SOLE AGENTS AND' DEPOT f6r 
CHANCE’S ANTIQUE GUA'SSES, 

' NORMAN BOTTLE GLASS 
OPALESCEI^T GLASSES^ 
MONCE’S WHEEL DIAMONDS 

f 

GLAZIERS’ DIAMONDS 
SOLDERING IRONS 
FRET LEAD 
SOLDER 

GLASS PLIEI^S 
LEAD VICES 

AND OTHER ACCESSORIES CONNECTED » 
WITH LEAD-GLAZING 


A Large Selection of Antique, Norman, 
Dpalescent, and other Glasses always 
kept in Stock for Inspection 







